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PREFACE 


----6ι.---.. 


THE present essay is the sequel of an article on 
Greek music which the author contributed to the new 
edition of Smuth’s Dictionary of Greek and Roman 
Antiquities (London, 1890-91, art. Musica). In that 
article the long-standing controversy regarding the 
nature of the ancient musical Modes was briefly 
noticed, and some reasons were given for dissenting 
from the views maintained by Westphal, and now 
very generally accepted. A full discussion of the 
subject would have taken up more space than was 
then at the author’s disposal, and he accordingly pro- 
posed to the Delegates of the Clarendon Press to treat 
the question in a separate form. He has now to thank 
them for undertaking the publication of a work which 
is necessarily addressed to a very limited circle. 

The progress of the work has been more than once 
delayed by the accession of materials. Much of it 
was written before the author had the opportunity of 
studying two very interesting documents first made 
known in the course of last year in the Bulletin de 
correspondance hellenique and the Philologus, viz. the 
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so-called Seikelos inscription from Tralles, and a frag- 
ment of the Orestes of Euripides. But a much greater 
surprise was in store. The book was nearly ready 
for publication last November, when the newspapers 
reported that the French scholars engaged in exca- 
vating on the site of Delphi had found several pieces 
of musical notation, in particular a hymn to Apollo 
dating from the third century s.c. As the known 
remains of Greek music were either miserably brief, 
or so late as hardly to belong to classical antiquity, it 
was thought best to wait for the publication of the 
new material. The French School of Athens must 
be congratulated upon the good fortune which has 
attended their enterprise, and also upon the excellent 
form in which its results have been placed, within a 
comparatively short time, at the service of students. 
The writer of these pages, it will be readily under- 
stood, had especial reason to be interested in the 
announcement of a discovery which might give an 
entirely new complexion to the whole argument. It 
will be for the reader to determine whether the main 
thesis of the book has gained or lost by the new 
evidence. 


Mr. Hubert Parry prefaces his suggestive treatment 
of Greek music by some remarks on the difficulty of 
the subject. ‘It still seems possible,’ he observes, 
‘that a large portion of what has passed into the 
domain of “well-authenticated fact” is complete mis- 
apprehension, as Greek scholars have not time for a 
thorough study of music up to the standard required 
to judge securely of the matters in question, and 
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musicians as a rule are not extremely intimate with 
Greek’ (The Art of Music, p. 24). To the present 
writer, who has no claim to the title of musician, the 
scepticism expressed in these words appears to be 
well founded. If his interpretation of the ancient 
texts furnishes musicians like Mr. Parry with a some- 
what more trustworthy basis for their -criticism of 
Greek music as an art, his object will be fully 
attained. 
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THE MODES OF ANCIENT GREEK 
MUSIC, 


§ 1. Introductory. 


THE modes of ancient Greek music are of interest to 
us, not only as the forms under which the Fine Art of 
Music was developed by a people of extraordinary 
artistic capability, but also on account of the peculiar 
ethical influence ascribed to them by the greatest ancient 
philosophers. It appears from a well-known passage 
in the Republic of Plato, as well as from many other 
references, that in ancient Greece there were certain 
kinds or forms of music, which were known by national 
or tribal names—Dorian, Ionian, Phrygian, Lydian and 
the like: that each of these was believed to be capable, 
not only of expressing particular emotions, but of re- 
acting on the sensibility in such a way as to exercise 
a powerful and specific influence in the formation of 
character: and consequently that the choice, among 
these varieties, of the musical forms to be admitted into 
the education of the state, was a matter of the most 
serious practical concern. If ona question of this kind 
we are inclined to distrust the imaginative temper of 
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Plato we have only to turn to the discussion of the same 
subject in the Politics of Aristotle, and we shall find the 
Platonic view criticised in some important details, but 
treated in the main as being beyond controversy. 

The word ἁρμονία, ‘harmony,’ applied to these forms 
of music by Plato and Aristotle, méans literally ‘ fitting ’ 
or ‘adjustment,’ hence the ‘tuning’ of a series of notes 
on any principle, the formation of a ‘scale’ or ‘ gamut.’ 

ther ancient writers use the word τρόπος, whence 
the Latin modus and our mood or ‘mode,’ generally 
employed in this sense by English scholars. | The word 
‘mode’ is open to the objection that in modern music 
it has a meaning which assumes just what it is our 
present business to prove or disprove about the ‘modes’ 
of Greek music.-|The word ‘harmony,’ ‘however, /is 


still moré| misleading, and on the whole it seems bést 
‘to abide by the established use of ‘mode’ as a trans- 


lation of ἁρμονία, trusting that the context will show 
when the word has its distinctively modern sense, and 
when it simply denotes a musical scale of some 
particular kind. 

The rhythm of music is also recognized by both Plato 
and Aristotle as an important element in its moral 
value. On this part of the subject, however, we have 
much less material for a judgement. Plato goes on to 
the rhythms after he has done with the modes, and 
lays down the principle that they must not be complex 


. or varied, but must be the rhythms of a sober and brave 


life. But he confesses that he cannot tell which these 
are (ποῖα δὲ ποίου βίου μιμήματᾳ οὐκ ἔχω λέγειν), and 
leaves the matter for future inquiry 1. 


1 Plato, Rep. p. 400 ὁ ἀλλὰ ταῦτα μέν, ἣν δ᾽ ἐγώ, καὶ μετὰ Δάμωνος 
βουλευσόμεθα, τίνες τε ἀνελευθερίας καὶ ὕβρεως ἣ μανίας καὶ ἄλλης κακίας 
πρέπουσαι βάσεις, καὶ τίνας τοῖς ἐναντίοις λειπτέον ῥυθμούς. 
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§ 2. Statement of the question. 


What then are the musical forms to which Plato and 
Aristotle ascribe this remarkable efficacy? And what 
is the source of their influence on human emotion and 
character ? 

There are two obvious relations in which the scales 
employed in any system of music may stand to each 
other. They may be related as two keys of the same 
mode in modern music: that is to say, we may’ have to 
do with a scale consisting of a fixed succession of inter- 
vals, which may vary in pitch—may be ‘transposed,’ as 
we say, from one pitch or key toanother. Or the scales 
may differ as the Major mode differs from the Minor, 
namely in the order in which the intervals follow each 
other. In modern music we have these two modes, 
and each of them may be in any one of twelve keys. 
It is evidently possible, also, thata name such as Dorian 
or Lydian might denote a particular mode taken in a 
particular key—that the scale so called should possess 
a definite pitch as well as a definite series of intervals. 

According to the theory which appears now to pre- 
vail among students of Greek music, these famous 
names had a double application. There was a Dorian 
mode as well as a Dorian key, a Phrygian mode and 
a Phrygian key, and so on. This 15 the view set forth 
by Boeckh in the treatise which may be said to have 
laid the foundations of our knowledge of Greek music 
(De Metris Pindari, li. III. cc. vii-xii). It is expounded, . 
along with much subsidiary speculation, in the successive 
volumes which we owe to the fertile pen of Westphal ; 
and it has been adopted in the learned and excellent 
Fitstotre et Théorie de la Musique de ? Antiquité of 
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M. Gevaert. According to these high authorities the 
Greeks had a system of keys (τόνοι), and also a system 
of modes (ἁρμονίαι), the former being based solely upon 
difference of pitch, the latter upon the ‘ form,’ or species 
(εἶδος) of the octave scale, that is to say, upon the order 
of the intervals which compose it. 


§3. The Authorities. 


The sources of our knowledge are the various 
systematic treatises upon music which have come down 
to us from Greek antiquity, together with incidental 
references in other authors, chiefly poets and philo- 
sophers. Of the systematic or ‘technical’ writers the 
earliest and most important is Aristoxenus, a pupil of 
Aristotle. His treatise on Harmonics (ἁρμονική) has 
reached us in a fragmentary condition, but may be 
supplemented to some extent from later works of the 
same school. Among the incidental notices of music 
the most considerable are the passages in the Republic 
and the Polttics already referred to. To these we have 
to add a few other references in Plato and Aristotle; 
a long fragment from: the Platonic philosopher Hera- 
clides Ponticus, containing some interesting quotations 
from earlier poets; a number of detached observations 
collected in the nineteenth section of the Aristotelian 
Problems; and one or two notices preserved in lexico- 
graphical works, such as the Onomasticon of Pollux. 

In these groups of authorities the scholars above 


. mentioned find the double use which they believe to 


have been made of the names Dorian, Phrygian, Lydian 
and the rest. In Aristoxenus they recognise that these 
names are applied to a series of keys (τόνοι), which 
differed in pitch only. In Plato and Aristotle they find 
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the same names applied to scales called ἁρμονίαι, and 
these scales, they maintain, differed primarily in the 
order of their intervals. I shall endeavour to show 
that there was no such double use: that in the earlier 
periods of Greek music the scales in use, whether 
called τόνοι or ἁρμονίαι, differed primarily in pitch: that 
the statements of ancient authors about them, down to 
and including Aristoxenus, agree as closely as there is 
reason to expect: and that the passages on which the 
Opposite view is based—all of them drawn from com- 
paratively late writers—either do not relate to these 
ancient scales at all, or point to the emergence in 
post-classical times of some new forms or tendencies 
of musical art. I propose in any case to adhere as 
closely as possible to a chronological treatment of the 
evidence which is at our command, and I hope to make 
it probable that the difficulties of the question may be 
best dealt with on this method. 


§ 4. The Early Poets. 


The earliest of the passages now in question comes 
from the poet Pratinas, a contemporary of Aeschylus. 
It is quoted by Heraclides Ponticus, in the course of 
a long fragment preserved by Athenaeus (xiv. cc. 19-21, 
p. 624c—626a). The words are: 


μήτε σύντονον δίωκε μήτε τὰν ἀνειμέναν 

ἸΙαστὶ μοῦσαν, ἀλλὰ τὰν μέσσαν νεῶν 

ἄρουραν αἰόλιζε τῷ μέλει. 
‘Follow neither a highly-strung music nor the low- 
pitched Ionian, but turning over the middle plough-land 
be an Aeolian in your melody.’ Westphal takes the 
word Ἰαστί with σύντονον as well as with ἀνειμέναν, and 
infers that there were two kinds of Ionian, a ‘highly- 
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strung’ and a ‘relaxed’ or low-pitched. But this is not 
required by the words, and seems less natural than the 
interpretation which I have given. All that the passage 
proves is that in the time of Pratinas a composer had 
the choice of at least three scales: one (or more) of 
which the pitch was high (σύντονος); another of low 
pitch (ἀνειμένη), which was called Jonian; and a third, 
intermediate between the others, and known as Aeolian. 
Later in the same passage we are told that Pratinas 
spoke of the ‘Aeolian harmony’ (πρέπει τοι πᾶσιν 
ἀοιδολαβράκταις Αἰολὶς ἁρμονία). And the term is also 
found, with the epithet ‘deep-sounding,’ in a passage 
quoted from the hymn to Demeter of a contemporary 
poet, Lasus of Hermione (Athen. xiv. 624 δ): 


Adparpa μέλπω Κόραν τε Κλυμένοιο ἄλοχον Μελίβοιαν, 
ὕμνων ἀνάγων Αἰολίδ᾽ ἅμα βαρύβρομον ἁρμονίαν. 


With regard to the Phrygian and Lydian scales 
Heraclides (/. ¢.) quotes an interesting passage from 
Telestes of Selinus, in which their introduction is 
ascribed to the colony that was said to have followed 
Pelops from Asia Minor to the Peloponnesus: 


πρῶτοι παρὰ κρατῆρας Ἑλλήνων ἐν αὐλοῖς 

συνοπαδοὶ Πέλοπος ματρὸς ὀρείας Φρύγιον ἄεισαν νόμον’ 
τοὶ δ᾽ ὀξυφώνοις πηκτίδων ψαλμοῖς κρέκον 

Λύδιον ὕμνον. 


‘The comrades οὗ Pelops were the first who beside 
the Grecian cups sang with the flute (αὐλός) the Phrygian 
measure of the Great Mother ; and these again by shrill- 
voiced notes of the fectts sounded a Lydian hymn.’ 
The epithet ὀξύφωνος is worth notice in connexion with 
other evidence of the high pitch of the music known as 
Lydian. | 
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The Lydian mode is mentioned by Pindar, Nem. 4. 45: 
ἐξύφαινε γλυκεῖα καὶ τόδ᾽ αὐτίκα φόρμιγξ 
Λυδίᾳ σὺν ἁρμονίᾳ μέλος πεφιλημένον. 


The Dorian is the subject of an elaborate jest made 
at the expense of Cleon in the Knights of Aristophanes, . 


Il. 985-996 : | 
ἀλλὰ καὶ τόδ᾽ ἐγώ ye θαυμάζω τῆς ὑομουσίας 
αὐτοῦ: φασὶ γὰρ αὐτὸν οἱ παῖδες οἱ ξυνεφοίτων 
τὴν Δωριστὶ μόνην ἐναρμόττεσθαι θαμὰ τὴν λύραν, 
ἄλλην δ᾽ οὐκ ἐθέλειν λαβεῖν" κᾷτα τὸν κιθαριστὴν 
ὀργισθέντ᾽ ἀπάγειν κελεύειν, ὡς ἁρμονίαν ὃ παῖς 
οὗτος οὐ δύναται μαθεῖν ἣν μὴ Δωροδοκηστί. 


ὃ 5. Plato. 


Following the order of time, we come next to the 
passage in the Republic (p. 398), where Socrates is 
endeavouring to determine the kinds of music to be 
admitted for the use of his future ‘guardians,’ in 
accordance with the general principles which are to 
govern their education. First among these principles 
is the condemnation of all undue expression of grief. 
‘What modes of music (ἁρμονίαι), he asks, ‘are plaintive 
(Opnvddes)?’ ‘The Mixo-lydian, Glaucon replies, ‘and 
the Syntono-lydian, and such-like. These accordingly 
Socrates excludes. ‘ But again, drunkenness and sloth- 
fulness are no less forbidden to the guardians; which 
of the modes are soft and convivial (μαλακαί τε καὶ 
συμποτικαῦῇ Ῥ’ ‘Ionian, says Glaucon, ‘and Lydian, 
those which are called slack (χαλαραῖ). ‘Which then 
remain?’ ‘Seemingly Dorian and Phrygian. ‘I do 
not know the modes,’ says Socrates, ‘but leave me one 
that will imitate the tones and accents of a brave man | 
enduring danger or distress, fighting with constancy 
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against fortune: and also one fitted for the work of 
peace, for prayer heard by the gods, for the successful 
persuasion or exhortation of men, and generally for the 
sober enjoyment of ease and prosperity.’ Two such 
modes, one for Courage and one for Temperance, are 
᾿ declared by Glaucon to be found in the Dorian and the 
Phrygian. In the Laches (p. 188) there is a passing 
reference in which a similar view is expressed. Plato 
is speaking of the character of a brave man as being 
metaphorically a ‘harmony,’ by which his life is made 
consonant to reason—‘a Dorian harmony,’ he adds— 
playing upon the musical sense of the word—‘not an 
Ionian, certainly not a Phrygian or a Lydian, but that 
one which only is truly Hellenic’ (ἀτεχνῶς Δωριστί, ἀλλ’ 
οὐκ Ἰαστί, οἴομαι δὲ οὐδὲ Φρυγιστὶ οὐδὲ Λυδιστί, ἀλλ᾽ ἥ περ 
μόνη Ἑλληνική ἐστιν ἁρμονία). The exclusion of Phrygian 
may be due to the fact that the virtue discussed in the 
Laches is courage; but it is in agreement with Aristotle’s 
opinion. The absence of Aeolian from both the Platonic 
passages seems to show that it had gone out of use 
in his time (but cp. p. 11). 

The point of view from which Plato professes to 
determine the right modes to be used in his ideal 
education appears clearly in the passage of the Republic. 
The modes first rejected are those which are high in 
pitch. The Syntono-lydian or ‘high-strung Lydian’ 
is shown by its name to be of this class. The! Mixo- 
lydian is similar, as we shall see from Aristotle and 
other writers. The second group which he condemns 
is that of the ‘slack’ or low-pitched. Thus it is on the 
profoundly Hellenic principle of choosing the mean 
between opposite extremes that he approves of the 
Dorian and Phrygian pitch. The application of this 
principle was not a new one, for it had been already 
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laid down by Pratinas: μήτε σύντονον δίωκε μήτε τὰν 
ἀνειμέναν. 

The three chapters which Aristotle devotes to ἃ dis- 
cussion of the use of music in the state (Polstics viii. 
cc. 5-7), and in which he reviews and criticises the 
_ Platonic treatment of the same subject, will be found 
entirely to bear out the view now taken. It is also 
supported by the commentary of Plutarch, in his dia- 
logue on Music (cc. 15-17), of which we shall have 
something to say hereafter. Meanwhile, following 
the chronological order of our authorities, we come 
next to the fragment of Heraclides Ponticus already 
mentioned (Athen. xiv. p. 624 ο-626 a). 


§6. Heraclides Ponticus. 


- The chief doctrine maintained by Heraclides Ponticus 
is that there are three modes (ἁρμονίαι), belonging to 
the three Greek races—Dorian, Aeolian, Ionian. The 
Phrygian and Lydian, in his view, had no right to the 
name of mode or ‘harmony’ (οὐδ᾽ ἁρμονίαν φησὶ δεῖν 
καλεῖσθαι τὴν Φρύγιον, καθάπερ οὐδὲ τὴν Λύδιον). The 
three which he recognized had each a marked ethos. 
The Dorian reflected the military traditions and temper 
of Sparta. The Aeolian, which Heraclides identified 
with the Hypo-dorian of his own time, answered to the 
national character of the “Thessalians, which was bold 
and gay, somewhat overweening and self-indulgent, but 
hospitable and chivalrous. Some said that it was called 
Hypo-dorian because it was below the Dorian on the 
αὐλός or flute; but Heraclides thinks that the name 
merely expressed likeness to the Dorian character 
(Δώριον μὲν αὐτὴν οὐ νομίζειν, προσεμφερῆ δέ πως Exeivn). 
The Ionian, again, was harsh and severe, expressive of 
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the unkindly disposition fostered amid the pride and 
material welfare of Miletus. Heraclides is inclined to 
say that it was not properly a distinct musical scale or 
‘harmony,’ but a strange aberration in the form of the 
musical scale (τρόπον δέ τινα θαυμαστὸν σχήματος ap- 
μονίας). He goes on to protest against those who do 
not appreciate differences of kind (τὰς κατ᾽ εἶδος διαφοράς), 
and are guided only by the high or low pitch of the 
notes (τῇ τῶν φθόγγων ὀξύτητι καὶ βαρύτητι); so that 
they make a Hyper-mixolydian, and another again. 
above that. ‘I do not see,’ he adds, ‘that the Hyper- 
phrygian has a distinct ethos; and yet some say that 
they have discovered a new mode (ἁρμονία), the Hypo- 
phrygian. But a mode ought to have a distinct moral 
or emotional character (εἶδος ἔχειν ἤθους ἢ πάθους), as 
the Locrian, which was in use in the time of Simonides 
and Pindar, but went out of fashion again.’ The 
Phrygian and Lydian, as we have seen, were said to 
have been brought to the Peloponnesus by the followers 
of Pelops. 

The tone as well as the substance of this extract 
makes it evident that the opinions of Heraclides on 
questions of theoretical music must be accepted with 
considerable reserve. The notion that the Phrygian 
and Lydian scales were ‘barbarous’ and opposed to 
Hellenic ethos was apparently common enough, though 
largely due (as we may gather from several indications) 
to national prejudice. But no one, except Heraclides, 
goes so far as to deny them the name of ἁρμονία. The 
threefold division into Dorian, Aeolian and Ionian must 
also be arbitrary. It is to be observed that Heraclides 
obtains his Aeolian by identifying the Aeolian of Pratinas 
and other early poets with the mode called Hypo-dorian 
in his own time. The circumstance that Plato mentions 
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neither Aeolian nor Hypo-dorian suggests rather that 
Aeolian had gone out of use before Hypo-dorian came 
in. The conjecture of Boeckh that Ionian was the 
same as the later Hypo-phrygian (De Metr. Pind. iii. 8) 
is open to a similar objection. The Ionian mode was 
at least as old as Pratinas, whereas the Hypo-phrygian 
was a novelty in the time of Heraclides. The protest — 
which Heraclides makes against classifying modes 
merely according to their pitch is chiefly valuable as 
proving that the modes were as a matter of fact usually 
classified from that point of view. It is far from proving 
that there was any other principle which Heraclides 
wished to adopt—such, for example, as difference in the 
intervals employed, or in their succession. His ‘differ- 
ences of kind’ (τὰς κατ᾽ εἶδος διαφοράς) are not necessarily 
to be explained from the technical use of εἶδος for the 
‘species’ of the octave. What he complains of seems 
to be the multiplication of modes—Hyper-mixolydian, 
Hyper-phrygian, Hypo-phrygian—beyond the legiti- 
mate requirements of the art. The Mixo-lydian (6...) 
is high-pitched and plaintive: what more can the 
Hyper-mixolydian be? The Hypo-phrygian is a new 
mode: Heraclides denies it a distinctive ethos. His 
view seems to be that the number of modes should not 
be greater than the number of varieties in temper or 
emotion of which music is capable. But there is 
nothing to show that he did not regard pitch as the 
chief element, or one of the chief elements, of musical 
expression. 

The absence of the name Hypo-lydian, taken with 
the description of Hypo-dorian as ‘below the Dorian,’ 
would indicate that the Hypo-dorian of Heraclides was 
not the later mode of that name, but was a semitone 
below the Dorian, in the place afterwards occupied by 
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the Hypo-lydian. This is confirmed, as we shall see, 
by Aristoxenus (p. 18). 


$7. Aristotle—the Politics. 


Of the writers who deal with music from the point 
of view of the cultivated layman, Aristotle is un- 
doubtedly the most instructive. The chapters in his 
Politics which treat of music in its relation to the state 
and to morality go much more deeply than Plato does 


' into the grounds of the influence which musical forms 
_ exert upon temper and feeling. Moreover, Aristotle’s 
. scope is wider, not being confined to the education of 


the young; and his treatment is evidently a more 
faithful reflexion of the ordinary Greek notions and _. 
sentiment. He begins (Pol. viii. 5, p. 1340 @ 38) by 
agreeing with Plato as to the great importance of the 
subject for practical politics. Musical forms, he holds, 
are not mere symbols (σημεῖα), acting through associa- 
tion, but are an actual copy or reflex of the forms of 
moral temper (ἐν δὲ τοῖς μέλεσιν αὐτοῖς ἐστι μιμήματα τῶν 
ἠθῶν); and this is the ground of the different moral 
influence exercised by different modes (ἁρμονίαι). By 
some of them, especially by the Mixo-lydian, we are 
moved to a plaintive and depressed temper (διατίθεσθαι 
ὀδυρτικωτέρως καὶ συνεστηκότως μᾶλλον) ; by others, such 
as those which are called the ‘relaxed’ (ἀνειμέναι), we are 
disposed to ‘softness’ of mind (μαλακωτέρως τὴν διά- 
νοιαν). The Dorian, again, is the only one under whose 
influence men are in a middle and settled mood (μέσως 
καὶ καθεστηκότως μάλιστα) : while the Phrygian makes 
them excited (ἐνθουσιαστικούς). Ina later chapter (Pol. 
viii. 7, p. 1342 @ 32), he returns to the subject of the 
Phrygian. Socrates, he thinks, ought not to have left 
it with the Dorian, especially since he condemned the 
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flute (αὐλός), which has the same character among 
instruments as the Phrygian among modes, both being 
orgiastic and emotional. The Dorian, as all agree, is 
the most steadfast (στασιμωτάτη), and has most of the 
ethos of courage ; and, as compared with other modes, it 
has the character which Aristotle himself regards as the 
universal criterion of excellence, viz. that of being the 
mean between opposite excesses. Aristotle, therefore, 
certainly understood Plato to have approved the 
Dorian and the Phrygian as representing the mean 
in respect of pitch, while other modes were either too 
high or too low. He goes on to defend the use of 
the ‘ relaxed’ modes on the ground that they furnish a 
music that 15 still within the powers of those whose 
voice has failed from age, and who therefore are not 
able to sing the high-pitched modes (οἷον τοῖς ἀπειρηκόσι 
διὰ χρόνον οὐ ῥάδιον dev τὰς συντόνους ἁρμονίας, ἀλλὰ 
τὰς ἀνειμένας ἡ φύσις ὑποβάλλει τοῖς τηλικούτοις). In 
this passage the meaning of the words σύντονος and 
ἀνειμένος is especially clear. 

In the same discussion (c. 6), Aristotle refers to the 
distinction between music that is ethical, music suited | 
to action, and music that inspires religious excitement | 
(τὰ μὲν ἠθικά, τὰ δὲ πρακτικά, τὰ δ᾽ ἐνθουσιαστικά)η. The - 
last of these kinds serves as a ‘ purification’ (κάθαρσι5). 
The excitement is calmed by giving it vent; and the 
morbid condition of the ethos is met by music of high 
pitch and exceptional ‘colour’ (τῶν ἁρμονιῶν παρεκβάσεις 
καὶ τῶν μελῶν τὰ σύντονα Kal παρακεχρωσμένα). 

In a different connexion (Pol. iv. 3, p. 1290 @ 20), 
dealing with the opinion that all forms of government 
are ultimately reducible to two, viz. oligarchy and 
democracy, Aristotle compares the view of some who 
held that there are properly only two musical modes, 
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Dorian and Phrygian,—the other scales being mere 
varieties of these two. Rather, he says, there is in 
each case a right form, or two right forms at most, 
from which the rest are declensions (rapexBdoes),—on 
one side to ‘high-pitched’ and imperious oligarchies, 
on the other to ‘relaxed’ and ‘soft’ forms of popular 
government (ὀλιγαρχικὰς μὲν τὰς συντονωτέρας καὶ 
δεσποτικωτέρας, τὰς δ᾽ ἀνειμένας καὶ μαλακὰς δημοτικάς). 
This is obviously the Platonic doctrine of two right 
keys, holding the mean between high and low. 


§ 8. The Aristotelian Problems. 


Some further notices of the ἁρμονίαι or modes are 
contained in the so-called Problems,—a collection which 
is probably not the work of Aristotle himself, but 
can hardly be later than the Aristotelian age. What 
is said in it of the modes is clearly of the period before 
the reform of Aristoxenus. In one place (Probl. xix. 
48) the question is asked why the Hypo-dorian and 
Hypo-phrygian are not used in the chorus of tragedy. 
One answer is that the Hypo-phrygian has the ethos 
of action (ἦθος ἔχει πρακτικόν), and that the Hypo-dorian 
is the expression of a lofty and unshaken character ; 
both of these things being proper to the heroic 
personages on the stage, but not to the chorus, which 
represents the average spectator, and takes no part in 
the action. Hence the music suited to the chorus is 
that of emotion venting itself in passive complaint :—a 
description which fits the other modes, but least of all 
the exciting and orgiastic Hypo-phrygian. On the 
contrary (the writer adds) the passive attitude is 
especially expressed by the Mixo-lydian. The view 
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here taken of the Hypo-dorian evidently agrees with - 


that of Heraclides Ponticus (supra, p. το). 

The relation which Plato assumes between high 
pitch and the excitement of passion, and again between 
lowness of pitch and ‘softness’ or self-indulgence 
(μαλακία καὶ ἀργία), is recognized in the Problems, 
XIX. 49 ἐπεὶ δὲ ὁ μὲν βαρὺς φθόγγος μαλακὸς καὶ ἠρεμαῖός 
ἐστιν, ὁ δὲ ὀξὺς κινητικός, κιτιλ.: ‘since a deep note is 
soft and calm, and a high note is exciting, &c.’ 


§9. The Rhetoric. 


The word révos occurs several times in Aristotle 
with the sense of ‘ ‘pitch,’ but is not applied by him to 
the keys of music. The nearest approach to such a 
use may be found in a passage of the PRheforic (ili. 1, 
p. 1403 ὃ 27). 

Speaking of the rise of acting (ὑπόκρισις), which was 
originally the business of the poet himself, but had 
grown into a distinct art, capable of theoretical as well 
as practical treatment, he observes that a similar art 
might be formed for oratory. ‘Such an art would lay 
down rules directing how to use the voice so as to 
suit each variety of feeling,—when it should be loud, 
when low, when intermediate ;—and how to use the 
keys, when the pitch of the voice should be high or low 
or middle (καὶ πῶς τοῖς τόνοις, οἷον ὀξείᾳ καὶ βαρείᾳ καὶ 
μέσῃ, Sc. φωνῇ); and the rhythms, which to use for each 
case. For there are three things which men study, 
viz. quantity (ὦ. 6. loudness of sound), tune, and 
rhythm (τρία γάρ ἐστι περὶ ὧν σκοποῦσι, ταῦτα δ᾽ ἐστὶ 
μέγεθος, ἁρμονία, ῥυθμός). The passage is interesting as 
showing the value which Aristotle set upon pitch as an 
element of effect. And the-use of ἁρμονία in reference 
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to the pitch of the voice, and as virtually equivalent to 
τόνος, 15 especially worthy of note. 


§ 10. Aristoxenus. 


Our next source of information is the technical writer 
Aristoxenus, a contemporary and pupil of Aristotle. 
Of his many works on the subject of music three books 
only have survived, bearing the title ἁρμονικὰ στοιχεῖα 1. 
In the treatment adopted by Aristoxenus the chapter 
on keys follows the chapter on ‘systems’ (συστήματα). 
By a σύστημα he means a scale consisting of a certain 
succession of intervals: in other words, a series of 
notes whose relative pitch is determined. Such a system 
may vary in absolute pitch, and the τόνοι or keys are 
simply the different degrees of pitch at which a particular 
system is taken (τοὺς τόνους ἐφ᾽ ὧν τιθέμενα τὰ συστήματα 
μελῳδεῖται). When the system and the key are both 
given it is evident that the whole series of notes is 
determined. 

Aristoxenus is the chief authority on the keys of 
Greek music. In this department he is considered 
to have done for Greece what Bach’s Wohltemperirtes 
Clavier did for modern Europe. It is true that the 
scheme of keys which later writers ascribe to him 


1 It is foreign to our purpose to discuss the critical problems presented by 
the text of Aristoxenus. Of the three extant books the first is obviously 
a distinct treatise, and should probably be entitled περὶ ἀρχῶν. The other 
two books will then bear the old title ἁρμονικὰ στοιχεῖα. They deal with the 
same subjects, for the most part, as the first book, and in the same order,— 
a species of repetition of which there are well-known instances in the 
Aristotelian writings. The conclusion is abrupt, and some important topics 
are omitted. It seems an exaggeration, however, to describe the Harmonics 
of Aristoxenus as a mere collection of excerpts, which is the view taken by 
Marquard (Die harmonischen Fragmente des Aristoxenus, pp. 359-393). See 
Westphal’s Harmonth und Melopiie der Griechen (p. 41, ed. 1863), and the 
reply to Marquard in his Aristoxenus von Tarent (pp. 165-172). 
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is not given in the Harmonics which we have: but we 
find there what is in some respects more valuable, 
namely, a vivid account of the state of things in respect 
of tonality which he observed in the music of his time. 

‘No one,’ says Aristoxenus (p. 37 Meib.), ‘has told 
us a word about the keys, either how they are to be 
arrived at (τίνα τρόπον ληπτέον), or from what point of 
view their number is to be determined. Musicians 
assign the place of the keys very much as the different 
cities regulate the days of the month. The Corinthians, 
for example, will be found counting a day as the tenth 
of the month, while with the Athenians it is the fifth, 
and in some other place the eighth. Some authorities 
on music (ἁρμονικοί) say that the Hypo-dorian is the 
lowest key, the Mixo-lydian a semitone higher, the 
Dorian again a semitone higher, the Phrygian a tone 
above the Dorian, and similarly the Lydian a tone above 
the Phrygian. Others add the Hypo-phrygian flute 
[ἡ. 6. the scale of the flute so called] at the lower end 
of the list. Others, again, looking to the holes of the 
flute (πρὸς τὴν τῶν αὐλῶν τρύπησιν βλέποντες), Separate 
the three lowest keys, viz. the Hypo-phrygian, Hypo- 
dorian, and Dorian, by the interval of three-quarters of 
a tone (τρισὶ διέσεσιν), but the Phrygian from the Dorian 
by a tone, the Lydian from the Phrygian again by 
three-quarters of a tone, and the Mixo-lydian from the 
Lydian by a like interval. But as to what determines 
the interval between one key and another they have 
told us nothing.’ 

It will be seen that (with one marked exception) there 
was agreement about the order of the keys in respect 
of pitch, and that some at least had reduced the intervals 
to the succession of tones and semitones which charac- 
terises the diatonic scale. The exception is the Mixo- 

Cc 
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lydian, which some ranked immediately below the 
Dorian, others above the Lydian. Westphal attributes 
this strange discrepancy to the accidental displacing 
of some words in the MSS. of Aristoxenus?. However 
this may be, it is plain that in the time of Aristoxenus 
considerable progress had been ‘made towards the 
scheme of keys which was afterwards connected with 
his name. This may be represented by the following 
table, in which for the sake of comparison the later 
Hypo-lydian and Hypo-dorian are added in brackets: 


Mixo-lydian_ . 


semitone | Lydian 
tone . | Phrygian 
tone . | Dorian 
semitone Hypo-dorian [Hypo-lydian] 
rone | Hiypophrygian 
rone ἱ typo dorian 


' Harm. p. 37, 19 Meib. οὕτω γὰρ of μὲν τῶν ἁρμονικῶν λέγουσι βαρύτατον 
μὲν τὸν Ὑποδώριον τῶν τόνων, ἡμιτονίῳ δὲ ὀξύτερον τούτου τὸν Μιξολύδιον, τούτου 
δὲ ἡμιτονίῳ τὸν Δώριον, τοῦ δὲ Δωρίου τόνῳ τὸν Φρύγιον" ὡσαύτως δὲ καὶ τοῦ Φρυγίου 
τὸν Λύδιον ἑτέρῳ τόνῳ. Westphal (Harmonitk und Melopote, p. 165) would 
transfer the words ἡμιτονίῳ.. Μιξολύδιον to the end of the sentence, and insert 
ὀῤύτερον before τὸν Δώριον. The necessity for this insertion shows that 
Westphal’s transposition is not in itself an easy one. The only reason for it 
is the difficulty of supposing that there could have been so great a difference 
in the pitch of the Mixo-lydian scale. As to this, however, see p. 23 (note). 

The words τὸν “Ὑποφρύγιον αὐλόν have also been condemned by Westphal 
(Anstoxenus, p. 453). He points out the curious contradiction between 
πρὸς τὴν τῶν αὐλῶν τρύπησιν βλέποντες and the complaint τί δ᾽ ἐστὶ πρὸς ὃ BAé- 
ποντες. .. οὐδὲν εἰρήκασιν. But 1{πρὸς τὴν... βλέποντες was a marginal gloss, 
as Westphal suggests, it was doubtless a gloss on αὐλόν, and if so, αὐλόν is 
presumably sound. Since the αὐλός was especially a Phrygian instrument, 
and regularly associated with the Phrygian mode (as we knowfrom Aristotle, 
see p. 13), nothing is more probable than that there was a variety of flute 
called Hypo-phrygian, because tuned so as to yield the Hypo-phrygian key, 
either by itself or as a modulation from the Phrygian. 
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In this scheme the important feature—that which 
marks it as an advance on the others referred to by 
Aristoxenus—is the conformity which it exhibits with 
the diatonic scale. The result of this conformity is 
that the keys stand in a certain relation to each other. 
‘Taking any two, we find that certain notes are common 
to them. So long as the intervals of pitch were quite 
arbitrary, or were practically irrational quantities, such 
as three-quarters of a tone, no such relation could exist. 
It now became possible to pass from one key to another, 
2.6. to employ modulation (μεταβολή) as a source of 
musical effect. This new system had evidently made 
some progress when Aristoxenus wrote, though it was 

not perfected, and had not passed into general use. 


§ 11. Names of Keys (ὑπο-). 


A point that deserves special notice at this place is 
the use of the prefix Hypo- (ὑπο-)} in the names of keys. 
In the final Aristoxenean system Hypo- implies that 
a key is lower by the interval of a Fourth than the key 
to whose name it is prefixed. This convention served 
to bring out the special relation between the two keys, 
viz. to show that they are related (to use modern lan- 
guage) as the keys of a tonic and dominant. [n the 
scheme of keys now in question there is only one 
instance of this use of H/yfo-, namely in the Hypo- 
phrygian, the most recently introduced. It must have 
been on the analogy of this name that the term Hypo- 
dorian was shifted from the key immediately below the 
Dorian to the new key a Fourth below it, and that 
the new term Hypo-lydian was given to the old Hypo- 
dorian in accordance with its similar relation to the 
Lydian. In the time of Aristoxenus, then, this technical 

Cc 2 
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sense of Hyfo- had not yet been established, but was 
coming into use. It led naturally to the employment 
of Hyper- in the inverse sense, viz. to denote a key 
a Fourth higher (the key of the sub-dominant). By 
further steps, of which there is no record, the Greek 
musicians arrived at the idea of a key for every semi- 
tone in the octave; and thus was formed the system 
of thirteen keys, ascribed to Aristoxenus by later 
writers. (See the scheme at the end of this book, 
Table II.) Whether in fact it was entirely his work 
may be doubted. In any case he had formed a clear 
conception—the want of which he noted in his prede- 
cessors—of the principles on which a theoretically 
complete scheme of keys should be constructed.. 

In the discussions to which we have been referring, 
Aristoxenus invariably employs the word τόνος in the 
sense of ‘key. The word ἁρμονία in his writings is 
equivalent to ‘Enharmonic genus’ (γένος ἐναρμόνιον), the 
genus of music which made use of the Enharmonic 
diésis or quarter-tone. Thus he never speaks, as Plato 
and Aristotle do, of the Dorian (or Phrygian or Lydian) 
ἁρμονία, but only of the τόνοι so named. There is 
indeed one passage in which certain octave scales are 
said by Aristoxenus to have been called ἁρμονίαι : but 
this, as will be shown, is a use which is to be other- 
wise explained (see p. 54). 


§12. Plutarch’s Dialogue on Music. 


After the time of Aristoxenus the technical writers 
on music make little or no use of the term ἁρμονία. 
Their word for ‘ key’ is τόνος ; and the octachord scales 
which are distinguished by the succession of their 
intervals are called ‘species of the octave’ (εἴδη τοῦ διὰ 
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πασῶν). The modes of the classical period, however, 
were still objects of antiquarian and_ philosophic 
interest, and authors who treated them from this point 

of view naturally kept up the old designation. A good 
specimen of the writings of this class has survived in 
the dialogus de musica of Plutarch. Like most pro- 
ductions of the time, it is mainly a compilation from 
earlier works now lost. Much of it comes from Aris-  _ 
toxenus, and there is therefore a special fitness in 
dealing with it in this place, by way of supplement 

to the arguments drawn directly from the Aristoxenean 
Harmonics. The following are the chief passages 
bearing on the subject of our enquiry: 

(1) In cc. 15-17 we find a commentary of some . 
interest on the Platonic treatment of the modes. 
Plutarch is dwelling on the superiority of the older 
and simpler music, and appeals to the opinion of Plato. 

‘The Lydian mode (ἁρμονία) Plato objects to because 
it is high (ὀξεῖα) and suited to lamentation. Indeed it 
is said to have been originally devised for that purpose: 
for Aristoxenus tells us, in his first book on Music, that 
Olympus first employed the Lydian mode on the flute 
in a dirge (ἐπικήδειον αὐλῆσαι Λυδιστί) over the Python. 
But some say that Melanippides began this kind of 
music. And Pindar in his paeans says that the Lydian 
mode (ἁρμονία) was first brought in by Anthippus in an 
ode on the marriage of Niobe. But others say that 
Torrhebus first used that mode, as Dionysius the 
Iambus relates.’ 

' *The Mixo-lydian, too, is pathetic and suitable to 
tragedy. And Aristoxenus says that Sappho was 
the inventor of the Mixo-lydian, and that from her 
the tragic poets learned it. They combined it with 
the Dorian, since that mode gives grandeur and dignity, | 


22 THE MODES OF ANCIENT GREEK MUSIC. 


and the other pathos, and these are the two elements 
of tragedy. But in his Historical Treause on Music 
(ἱστορικὰ τῆς ἁρμονίας ὑπομνήματα) he says that Pytho- 
clides the flute-player was the discoverer of it. And 
Lysis says that Lamprocles the Athenian, perceiving 
that in it the disjunctive tone (διάζευξις) is not where it 
was generally supposed to be, but is at the upper 
end of the scale, made the form of it to be that of the 
octave from Paramesé to Hypaté Hypatén (τοιοῦτον 
αὐτῆς ἀπεργάσασθαι τὸ σχῆμα οἷον τὸ ἀπὸ παραμέσης ἐπὶ 
ὑπάτην ὑπατῶν). Moreover, it is said that the relaxed 
Lydian (ἐπανειμένην Λυδιστί), which is the opposite 
of the Mixo-lydian, being similar to the Ionian (mapa- 
πλησίαν οὖσαν τῇ Idd), was invented by Damon the 
Athenian.’ 

‘These modes then, the one plaintive, the other 
relaxed (ἐκλελυμένη), Plato properly rejected, and chose 
the Dorian, as befitting warlike and temperate men.’ 

In this passage the ‘high-pitched Lydian’ (Συντονο- 
λυδιστί) of Plato is called simply Lydian. There is 
every reason to suppose that it is the mode called 
Lydian by Aristotle and Heraclides Ponticus!. If this 
is so, it follows almost of necessity that the Lydian 
of Plato, called slack (χαλαρά) by him—Plutarch’s 
ἐπανειμένη Avdtori—is to be identified with the later 


1 An objection to this identification has been based on the words of 
Pollux, Onom. iv. 78 καὶ ἁρμονία μὲν αὐλητικὴ Δωριστί, Φρυγιστί, Λύδιος καὶ 
Ἰωνική, καὶ σύντονος Λυδιστὶ ἣν Ανθιππος ἐξεῦρε. The source of this statement, 
or at least of the latter part of it, is evidently the same as that of the notice 
in Plutarch. The agreement with Plato’s list makes it probable that this 
source was some comment on the passage in the Republic. If so, it can 
hardly be doubted that Pollux gives the original terms, the Platonic Λυδιστί 
and Συντονολυδιστί, and consequently that the later Lydian is not to be found 
in his Av&os (which is a ‘ relaxed’ mode), but in his σύντονος Λυδιστί. There 
is no difficulty in supposing that the mode was called σύντονος merely in 
contrast to the other. 
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Hypo-lydian. The point, however, is not free from 
difficulty: for (as we have seen, p. 18), the name 
Hypo-lydian is not in the list of keys given by 
Aristoxenus—the key which was ultimately called 
Hypo-lydian being known to him as the Hypo-dorian. 
If, however, the confusion in the nomenclature of the 
keys was as great as Aristoxenus himself describes, such 
a contradiction as this cannot be taken to prove much}?. 

The statement that the ‘relaxed Lydian’ was the 
opposite of the Mixo-lydian, and similar to the Ionian, 
has given rise to much speculation. In what sense, 
we naturally ask, can a key or a mode be said to be 
‘opposite’ or ‘similar’ to another? I venture to 
think that it is evidently a mere paraphrase of Plato’s 
language. The relaxed Lydian is opposed to the 
Mixo-lydian because it is at the other end of the scale 
in pitch; and it is similar to the Ionian because the 
two are classed together (as χαλαραί) by Plato. 

The Mixo-lydian, according to Aristoxenus, was 
employed by the tragic poets in close union with the 
Dorian mode (λαβόντας συζεῦξαι τῇ Awpiori). The 
fact that the Mixo-lydian was just a Fourth higher than 
the Dorian must have made the transition from the one 
to the other a natural and melodious one. As Aris- 
toxenus suggested, it would be especially used to 
mark the passage from grandeur and dignity to pathos 
which is the chief characteristic of tragedy (ἡ μὲν τὸ 


1 It seems not impossible that this difficulty with regard to the ‘ slack 
Lydian’ and Hypo-lydian may be connected with the contradiction in the 
statement of Aristoxenus about the schemes of keys in his time (p. 18). 
According to that account, if the text is sound, some musicians placed the 
Mixo-lydian a semitone below the Dorian—the Hypo-dorian being again 
a semitone lower. In this scheme, then, the Mixo-lydian held the place 
of the later Hypo-lydian. The conjecture may perhaps be hazarded, that 
this lower Mixo-lydian somehow represents Plato’s ‘slack Lydian,’ and 
eventually passed into the Hypo-lydian 
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μεγαλοπρεπὲς καὶ ἀξιωματικὸν ἀποδίδωσιν, ἡ δὲ τὸ παθη- 
τικόν, μέμικται δὲ διὰ τούτων τραγῳδία). It 15 worth 
noticing that this relation obtained in the scheme of the 
musicians who did not arrange the keys according 
to the diatonic scale, but in some way suggested by 
the form of the flute (οἱ πρὸς τὴν τῶν αὐλῶν τρύπησιν 
βλέποντες). It may therefore be supposed to have . 
been established before the relative pitch of other keys . 

had been settled. 

50 far the passage of Plutarch goes to confirm the 
view of the Platonic modes according to which they 
were distinguished chiefly, if not wholly, by difference 
of pitch. We come now, however, to a statement 
which apparently tends in the opposite direction, viz. 
that a certain Lamprocles of Athens noticed that in 
the Mixo-lydian mode the Disjunctive Tone (διάξευξις) 
was at the upper end of the scale (ἐπὶ τὸ ὀξύ), and 
reformed the scale accordingly. This must refer to 
an octave scale of the form bcdefga ὦ, consisting of 
the two tetrachords b-e and e-a, and the tone a-d. 
Such an octave may or may not be in the Mixo-lydian 
key: it is certainly of the Mixo-lydian species (p. 57). 

In estimating the value of this piece of evidence it is 
necessary to remark, in the first place, that the authority 
is no longer that of Aristoxenus, but of a certain Lysis, 
of whom nothing else seems to be known. That he 
was later than Aristoxenus is made probable by his 
way of describing the Mixo-lydian octave, viz. by 
reference to the notes in the Perfect System by which 
it is exemplified (Hypaté Hypatén to Paramesé). In 
Aristoxenus, as we shall see (p. 31), the primitive 
octave (from Hypaté to Nété) is the only scale the 
notes of which are mentioned by name. But even if 
the notice is comparatively early, it is worth observing 
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that the Mixo-lydian scale thus ascribed to Lam- 
procles consists of two tetrachords of the normal type, 
viz. with the semitone or πυκνόν at the lower end of 
the scale (Diatonic ef g a, Enharmonic ὁ δ fa). The 
difference is that they are conjunct, whereas in the 
primitive standard octave (e—e) the tetrachords are 
᾿ disjunct (e-a b-e). This, however, is a variety which 
is provided for by the tetrachord Synémmené6n in the 
Perfect System, and which may have been allowed 
in the less complete scales of earlier times. In any 
case the existence of a scale of this particular form 
does not prove that the octaves of other species were 
recognised in the same way. 

(2) In another passage (c. 6) Plutarch says of the 
ancient music of the cithara that it was characterised 
by perfect simplicity. It was not allowed, he tells us, 
to change the mode (μεταφέρειν τὰς ἁρμονίας) or the 
rhythm: for in the primitive lyrical compositions 
called ‘Nomes’ (νόμοι) they preserved in each its 
proper pitch (τὴν οἰκείαν τάσιν) Here the word τάσις 
indicates that. by ἁρμονίαι Plutarch (or the older author 
from whom he was quoting) meant particular keys. This 
is fully confirmed by the use of τόνος in a passage a 
little further on (c. 8), where Plutarch gives an account 
of an innovation in this matter made by Sacadas of 
Argos (fl. 590 B.c.). ‘There being three keys (τόνοι) in 
the time of Polymnastus and Sacadas, viz. the Dorian, 
Phrygian and Lydian, it is said that Sacadas composed 
a strophe in each of these keys, and taught the chorus 
to sing them, the first in the Dorian, the second in the 
Phrygian, and the third in the Lydian key: and this 
composition was called the “three-part Nome” (νόμος 
τριμερής) on account of the change of key. In West- 
phal’s Harmonik und Melopiie (ed. 1863, p. 76, cp- p. 62) 
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he explains this notice of the ancient modes (ἁρμονίαι, 
Tonarten), observing that the word τόνος is there used 
improperly for what the technical writers call εἶδος 
τοῦ διὰ πασῶν. 

(3) In a somewhat similar passage of the same work 
(c. 19) Plutarch is contending that the fewness of the 
notes in the scales used by the early musicians did not 
arise from ignorance, but was characteristic of their 
art, and necessary to its peculiar ethos. Among other 
points he notices that the tetrachord Hypat6n was not 
used in Dorian music (ἐν τοῖς Awpéos), and this, he says, 
was not because they did not know of that tetrachord 
—for they used it in other keys (76v0.)—but they left it 
out in the Dorian key for the sake of preserving its 
ethos, the beauty of which they valued (διὰ δὴ τὴν τοῦ 
ἤθους φυλακὴν ἀφήρουν τοῦ Awpiov τόνου, τιμῶντες τὸ 
καλὸν αὐτοῦ. Here again Westphal (Artstoxenus, 
p- 476) has to take τόνος to mean dppovia or ‘mode’ 
(in his language Jonart, not Transpositionsscala). For 
in the view of those who distinguish ἁρμονία from τόνος 
it is the ἁρμονία upon which the ethos of music de~ 
pends. Plutarch himself had just been saying (in c. 17) 
that Plato preferred the Dorian ἁρμονία on account of 
its grave and elevated character (ἐπεὶ πολὺ τὸ σεμνόν 
ἐστιν ἐν TH Δωριστί, ταύτην προὐτίμησεν). On the other 
hand the usual sense of τόνος is supported by the con- 
sideration that the want of the tetrachord Hypatén 
would affect the pitch of the scale rather than the suc- 
cession of its intervals. 

It seems to follow from a comparison of these three 
passages that Plutarch was not aware of any difference 
of meaning between the words τόνος and ἁρμονία, or 
any distinction in the scales of Greek music such as 
has been supposed to be conveyed by these words. 
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Another synonym of τόνος which becomes very 
common in the later writers on music is the word 
τρόπος". In the course of the passage of Plutarch 
already referred to (De Mus. c. 17) it is applied to the 
Dorian mode, which Plutarch has just called ἁρμονία. 
As τρόπος is always used in the later writers of the 
keys (τόνοι) of Aristoxenus, this may be added to the 
places in which ἁρμονία has the same meaning. 


§ 13. Modes employed on different Instruments. 


In the anonymous treatise on music published by 
Bellermann? (c. 28), we find the following statement 
regarding the use of.the modes or keys | in the scales of 
different instruments : 

‘The Phrygian mode (ἁρμονία) has the first place 
on wind-instruments: witness the first discoverers— 
Marsyas, Hyagnis, Olympus—who were Phrygians. 
Players on the water-organ (ὑδραῦλαι) use only six 
modes (τρόποι), viz. Hyper-lydian, Hyper-ionian, Ly- 
dian, Phrygian, Hypo-lydian, Hypo-phrygian. Players 
on the cithara tune their instrument to these four, 
viz. Hyper-ionian, Lydian, Hypo-lydian, Ionian. Flute- 
players employ seven, viz. Hyper-aeolian, Hyper-ionian, 
Hypo-lydian, Lydian, Phrygian, Ionian, Hypo-phrygian. 
Musicians who concern themselves with orchestic 
(choral music) use seven, viz. Hyper-dorian, Lydian, 


1 Aristides Quintilianus uses τρόπος as the regular word for ‘key:’ e.g. 
in p. 136 ἐν τῇ τῶν τρόπων, obs καὶ τόνους ἐκαλέσαμεν, ἐκθέσει. So Alypius 
(Ρ. 2 Meib.) διελεῖν εἰς τοὺς λεγομένους τρόπους τε καὶ τόνους, ὄντας πεντεκαί- 
δεκα τὸν ἀριθμόν. Also Bacchius in his catechism (p. 12 Meib.) of τοὺς τρεῖς 
τρόπους ἄδοντες τίνας ἄδουσι; Λύδιον, Φρύγιον, Δώριον. of δὲ rods ἑπτὰ τίνας ; 
᾿Μιλολύδιον, Λύδιον, Φρύγιον, Δώριον, Ὑπολύδιον, Ὑποφρύγιον, Ὑποδώριον, τούτων 
ποῖός ἐστιν ὀξύτερος; ὃ Μιξολύδιος, «.7.A. And Gaudentius (p. az, |. 2) καθ᾽ 
ἕκαστον τρόπον ἢ τόνον. Cp. Dionys. Hal. De Comp. Verb. c. 19. 

2 Anonymi scriptio de Musica (Berlin. 1841\ 
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Phrygian, Dorian, Hypo-lydian, Hypo-phrygian, Hypo- 
dorian. 

In this passage it is evident that we have to do with 
keys of the scheme attributed to Aristoxenus, including 
the two (Hyper-aeolian and Hyper-lydian) which were 
said to have been added after his time. The number 
of scales mentioned is sufficient to prove that the re- 
ference is not to the seven species of the octave. Yet 
the word ἁρμονία is used of these keys, and with it, 
seemingly as an equivalent, the word τρόπος. 

Pollux (Onom. iv. 78) gives a somewhat different 
account of the modes used on the flute: καὶ ἁρμονία 
μὲν αὐλητικὴ Δωριστί, Φρυγιστί, Λύδιος καὶ ᾿Ιωνική, Kat 
σύντονος Λυδιστὶ ἣν "Ανθιππος ἐξεῦρε. But this statement, 
as has been already pointed out (p. 22), is a piece of 
antiquarian learning, and therefore takes no notice of the 
more recent keys, as Hyper-aeolian and Hyper-ionian, 
or even Hypo-phrygian (unless that is the Ionian of 
Pollux). The absence of Dorian from the list given 
by the Anvonymus is curious: but it seems that at that 
time it was equally unknown to the cithara and the 
water-organ. There is therefore no reason to think 
that the two lists are framed with reference to different 
things. That is to say, ἁρμονία in Pollux has the same 
meaning as ἁρμονία in the Anonymus, and 15 equivalent 
to τόνοξ. 


§ 14. Recapitulation—dppovia and τόνος. 


The inquiry has now reached a stage at which we 
may stop to consider what result has been reached, 
especially in regard to the question whether the two 
words ἁρμονία and τόνος denote two sets of musical 
forms, or are merely two different names for the same 
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thing. The latter alternative appears to be supported 
by several considerations. 

1. From various passages, especially in Plato and 
Aristotle, it has been shown that the modes anciently 
called ἁρμονίαι differed in pitch, and that this difference 
in pitch was regarded as the chief source of the peculiar 
ethical character of the modes. 

2. The list of ἁρμονίαι as gathered from the writers 
who treat of them, viz. Plato, Aristotle, and Heraclides 
Ponticus, is substantially the same as the list of τόνοι 
described by Aristoxenus (p. 18): and moreover, there 
is an agreement in detail between the two lists which 
cannot be purely accidental. Thus Heraclides says 
that certain people had found out a new ἁρμονία, the 
Hypo-phrygian ; and Aristoxenus speaks of the Hypo- 
phrygian τόνος as a comparatively new one. Again, the 
account which Aristoxenus gives of the Hypo-dorian 
τόνος aS a key immediately below the Dorian agrees 
with what Heraclides says of the Hypo-dorian ἁρμονία, 
and also with the mention of Hypo-dorian and Hypo- 
phrygian (but not Hypo-lydian) in the Aristotelian 
Problems. Once more, the absence of Ionian from the 
list of τόνοι in Aristoxenus is an exception which proves 
the rule: since the name of the Ionian ἁρμονία is 
similarly absent from Aristotle. 

3. The usage of the words ἁρμονία and τόνος is never 
such as to suggest that they refer to different things. 
In the earlier writers, down to and including Aristotle, 
ἁρμονία is used, never τόνος. In Aristoxenus and his 
school we find τόνος, and in later writers τρόπος, but 
not ἁρμονία. The few writers (such as Plutarch) who 
use both τόνος and ἁρμονία do not observe any consistent 
distinction between them. Those who (like Westphal) 
believe that there was a distinction. are obliged to 
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admit that ἁρμονία is occasionally used for τόνος and 
conversely. 

4. If a series of names such as Dorian, Phrygian, 
Lydian and the rest were applied to two sets of things 
so distinct from each other, and at the same time so 
important in the practice of music, as what we now call 
modes and keys, it is incredible that there should be 
no trace of the double usage. Yet our authors show no 
sense even of possible ambiguity. Indeed, they seem 
to prefer, in referring to modes or keys, to use the 
adverbial forms δωριστί, φρυγιστί, &c., or the neuter 
τὰ δώρια, TA φρύγια, &c., where there is nothing to show 
whether ‘mode’ or ‘key,’ ἁρμονία or τόνος, is intended. 


§ 15. Zhe Systems of Greek Mustc. 


The arguments in favour of identifying the primitive 
national Modes (ἁρμονίαι) with the τόνοι or keys may 
be reinforced by some considerations drawn from the 
history and use of another ancient term, namely 
σύστημα. 

A System (σύστημα) is defined by the Greek technical 
writers aS a group or complex of intervals (τὸ ἐκ πλειό- 
νων ἢ ἑνὸς διαστημάτων συγκείμενον Ps, Eucl.). That is 
to say, any three or more notes whose relative pitch 
is fixed may be regarded as forming a particular 
System. If the notes are such as might be used in 
the same melody, they are said to form a musical 
System (σύστημα éupedrés), As a matter of abstract 
theory it is evident that there are very many combina- 
tions of intervals which in this sense form a musical 
System. In fact, however, the variety of systems recog- 
nised in the theory of Greek music was strictly limited. 
The notion of a small number of scales, of a par- 
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ticular compass, available for the use of the musician, 
was naturally suggested by the ancient lyre, with its 
fixed and conventional number of strings. The word 
for string (χορδή) came to be used with the general 
sense of a note of music; and in this way the several 
strings of the lyre gave their names to the notes of the 
Greek gamut?. 


§ 16. Zhe Standard Octachord System. 


In the age of the great melic poets the lyre had no 
more than seven strings: but the octave was completed 
in the earliest times of which we have accurate infor- 
mation. The scale which is assumed as matter of 
common knowledge in the Aristotelian Problems and 
the Harmonics of Aristoxenus consists of eight notes, 
named as follows from their place on the lyre: 


Nété (νεάτη or νήτη, lit. ‘lowest,’ our ‘highest ’). 
Paranété (παρανήτη, ‘next to Nété’). 

Trité (τρίτη, 1.6. ‘third’ string). 

Paramesé (παραμέση or παράμεσος, ‘next to Mesé’). 
Mesé (μέση, ‘ middle string ’). 

Lichanos (λιχανός, z.e. ‘forefinger’ string). 
Parhypaté (παρυπάτη). 

Hypaté (ὑπάτη, lit. ‘uppermost,’ our ‘lowest’). 


It will be seen that the conventional sense of high 
and low in the words ὑπάτη and vedrn was the reverse 
of the modern usage. 

The musical scale formed by these eight notes con- 
sists of two ¢efrachords or scales of four notes, and a 


1 This is especially evident in the case of the Lichanos ; as was observed 
by Aristides Quintilianus, who says (p. 10 Meib.): at καὶ τῷ γένει λιχανοὶ 
προσηγορεύθησαν, ὁμωνύμως τῷ πλήττοντι δακτύλῳ τὴν ἠχοῦσαν αὐτὰς χορδὴν 
ὀνομασθεῖσαι. But Trité also is doubtless originally the ‘third string’ rather 
than the ‘third note.’ 
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major tone. The lower of the tetrachords consists of 
the notes from Hypaté to Mesé, the higher of those 
from Paramesé to Nété: the interval between Mesé 
and Paramesé being the so-called Dzusyunctive Tone 
(τόνος Stageverixés). Within each tetrachord the in- 
tervals depend upon the Genus (yévos). Thus the four 
notes just mentioned—Hypaté, Mesé, Paramesé, Nété 
—are the same for every genus, and accordingly are 
called the ‘standing’ or ‘immoveable’ notes (φθόγγοι 
ἑστῶτες, ἀκίνητοι), while the others vary with the genus, 
and are therefore ‘moveable ’ (φερόμενοι). 

In the ordinary Diatonic genus the intervals of the 
tetrachords are, in the ascending order, semitone + tone 
+tone: z.¢. Parhypaté is a semitone above Hypaté, and 
Lichanos a tone above Parhypaté. In the Enharmonic 
genus the intervals are two successive quarter-tones 
(δίεσις) followed by a ditone or major Third: conse- 
quently Parhypaté is only a quarter of a tone above 
Hypaté, and Lichanos again a quarter of a tone above 
Parhypaté. The group of three notes separated in this 
way by small intervals (viz. two successive quarter- 
tones) is called a πυκνόν. If we use an asterisk to 
denote that a note is raised a quarter of a tone, these 
two scales may be represented in modern notation a 
follows: ; 


Diatontc. Enharmonic. 
9 Nété ὡς e Nété 
ἃ Paranété a/e Paranété 
c Trité x ( b* Trité 
b Paramesé Ek \ b Paramesé 
a Mesé x a Mesé 
g Lichanos , δ, f Lichanos 
f Parhypaté x ( e* Parhypaté 
e Hypaté “" E \ e Hypaté ; 
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In the Chromatic genus and its varieties the division 
is of an intermediate kind. The interval between 
Lichanos and Mesé is more than one tone, but less 
than two: and the two other intervals, as in the enhar- 
monic, are equal. 

The most characteristic feature of this scale, in 
contrast to those of the modern Major and Minor, 
is the place of the small intervals (semitone or πυκνόν), 
which are always the lowest intervals of a tetrachord. 
It is hardly necessary to quote passages from Aristotle 
and Aristoxenus to show that this is the succession of 
intervals assumed by them. The question is asked 
in the Aristotelian Problems (xix. 4), why Parhypaté is 
difficult to sing, while Hypaté is easy, although there is 
only a diesis between them (καίτοι δίεσις éxarépas). 
Again (Probl. xix. 47), speaking of the old heptachord 
scale, the writer says that the Paramesé was left out, 
and consequently the Mesé became the lowest note 
of the upper πυκνόν, 1.6. the group of ‘close’ notes 
consisting of Mesé, Trité, and Paranété. Similarly 
Aristoxenus (Harm. p. 23) observes that the ‘space’ 
of the Lichanos, 2.6. the limit within which it varies in 
the different genera, is a tone; while the space of the 
Parhypaté is only a diesis, for it is never nearer Hypaté 
than a diesis or further off than a semitone. 


§ 17. Earler Heptachord Scales. 


Regarding the earlier seven-stringed scales which 
preceded this octave our information is scanty and 
somewhat obscure. The chief notice on the subject 
is the following passage of the Aristotelian Problems : 

Probl. xix. 47 διὰ τί οἱ ἀρχαῖοι ἑπταχόρδους ποιοῦντες τὰς 
ἁρμονίας τὴν ὑπάτην ἀλλ᾽ οὐ τὴν νήτην κατέλιπον : ἣ οὐ τὴν 
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ὑπάτην (leg. νήτη»), ἀλλὰ τὴν νῦν παραμέσην καλουμένην 
ἀφήρουν καὶ τὸ τονιαῖον διάστημα ; ἐχρῶντο δὲ τῇ ἐσχάτῃ μέσῃ 
τοῦ ἐπὶ τὸ ὀξὺ πυκνοῦ" διὸ καὶ μέσην αὐτὴν προσηγόρευσαν" [ἢ] 
ὅτι ἦν τοῦ μὲν ἄνω τετραχόρδου τελευτή, τοῦ δὲ κάτω ἀρχή, καὶ 
μέσον εἶχε λόγον τόνῳ τῶν ἄκρων ; 


‘Why did the ancient seven-stringed scales include 
Hypaté but not Nété? Or should we say that the note 
omitted was not Nété, but the present Paramesé and the 
interval of a tone (z.¢. the disjunctive tone)? The Mesé, 
then, was the lowest note of the upper πυκνόν : whence the 
name μέση, because it was the end of the upper tetrachord 
and beginning of the lower one, and was in pitch the 
middle between the extremes.’ 


This clearly implies two conjunct tetrachords— 
efgaated 
ce ΨἋὉΟὉ:ι.ς.ς.... 


In another place (Probl. xix. 32) the question is asked, 
why the interval of the octave is called διὰ πασῶν, not δι᾽ 
ὀκτώ͵ ---ἃβ the Fourth is διὰ τεσσάρων, the Fifth διὰ πέντε. 
The answer suggested is that there were anciently seven 
strings, and that Terpander left out the Trité and added 
the Nété. That is to say, Terpander increased the com- 
pass of the scale from the ancient two tetrachords to 
a full Octave; but he did not increase the number of 
strings to eight. Thus he produced a scale like the 
standard octave, but with one note wanting; so that 
the term δι’ ὀκτώ was inappropriate. 

Among later writers who confirm this account we 
may notice Nicomachus, p. 7 Meib. μέση διὰ τεσσάρων 
πρὸς ἀμφότερα ἐν τῇ ἑπταχόρδῳ κατὰ τὸ παλαιὸν διεστῶσα: 
and p. 20 τῇ τοίνυν ἀρχαιοτρόπῳ λύρᾳ, τουτέστι τῇ ἑπτα- 
χόρδῳ, κατὰ συναφὴν ἐκ δύο τετραχόρδων συνεστώσῃ K.T.A. 

It appears then that two kinds οἵ seven-stringed 


THE PERFECT SYSTEM. 35 


scales were known, at least by tradition: viz. (1) a scale | 
composed of two conjunct tetrachords, and therefore | 
of a compass less than an octave by one tone; and 
(2) a scale of the compass of an octave, but wanting: - 
a note, viz. the note above Mesé. The existence of: 
this incomplete scale is interesting as a testimony to | 
the force of the tradition which limited the number of | 
strings to seven. 


§ 18. The Perfect System. 


The term ‘Perfect System’ (σύστημα τέλειον) is 
applied by the technical writers to a scale which 15 
evidently formed by successive additions to the hepta- 
chord and octachord scales explained in the preceding 
chapter. It may be described as a combination of two 
scales, called the Greater and Lesser Perfect System. 

The Greater Perfect System (σύστημα τέλειον μεῖζον) 
consists of two octaves formed from the primitive 
octachord System by adding a tetrachord at each end 
of the scale. The new notes are named like those of 
the adjoining tetrachord of the original octave, but with 
the name of the tetrachord added by way of distinction. 
Thus below the original Hypaté we have a new tetra- 
chord Hypatén (τετράχορδον ὑπατῶν), the notes of which 
are accordingly called Hypaté Hypaton, Parhypaté 
Hypaton, and Lichanos Hypaton: and similarly above 
Nété we have a tetrachord Hyperbolaion. Finally the 
octave downwards from Mesé is completed by the addi- 
tion of a note appropriately called Proslambanomenos. 

The Lesser Perfect System (σύστημα τέλειον ἔλασσον) 
is apparently based upon the ancient heptachord which 
consisted of two ‘ conjunct’ tetrachords meeting in the 
Mesé. This scale was extended downwards in the 

D2 
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same way as the Greater System, and thus became 
a scale of three tetrachords and a tone. 

These two Systems together constitute the Perfect 
and ‘unmodulating’ System (σύστημα τέλειον ἀμετά- 
Bodov), which may be represented in modern notation! 
as follows: 


Tetrachord 


Paranété Hyperbolaién Hyperbolaion 


a Nété Hyperbolaion 
: 

f Trité Hyperbolaién 

6 Nété Diezeugmenén 

ἃ Paranété Diezeugmen6én { Tetrachord 
e Trité Diezeugmenén | Diezeugmenén 
b Paramesé ’ 


ἃ Nété Synémmenén | Tetrachord 


6 Paranété Synémmen6én 
y Synémmenon 


bd Trité Synémmenén 
Mesé 
Lichanos Mesén /( Tetrachord 
Parhypaté Mesén Mesén 
Hypaté Meson 


Lich Hypat6 
renanos i yparen | Tractor 


Parhypaté Hypato 
arhypate Hypaton ¢ 7 aton 


Hypaté Hypatéon 
Proslambanomenos 


soo ao eR 


No account of the Perfect System is given by 
Aristoxenus, and there is no trace in his writings of 
an extension of the standard scale beyond the limits 
of the original octave. In one place indeed (Harm. 
p. 8, 12 Meib.) Aristoxenus promises to treat of Sys- 
tems, ‘and among them of the perfect System (περί re 
τῶν ἄλλων καὶ τοῦ τελείου. But we cannot assume that 

1 The correspondence between ancient and modern musical notation was 


first determined in a satisfactory way by Bellermann (Die Tonletern und 
Mustknoten der Griechen), and Fortlage (Das mustcalische System der Griechen). 
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the phrase here had the technical sense which it bore 
in later writers. More probably it meant simply the 
octave scale, in contrast to the tetrachord and penta- 
chord—a sense in which it is used by Aristides 
Quintilianus, p. 11 Meib. συνημμένων δὲ ἐκλήθη τὸ ὅλον 
σύστημα ὅτι τῷ προκειμένῳ τελείῳ τῷ μέχρι μέσης συνῆπ- 
ται, ‘the whole scale was called conjunct because it 
is conjoined to the complete scale that reaches up to 
Mesé’ (1.e. the octave extending from Proslambano- 
menos to Mesé). So p. 16 καὶ ἃ μὲν αὐτῶν ἐστὶ τέλεια, 
ἃ δ᾽ οὔ, ἀτελῆ μὲν τετράχορδον, πεντάχορδον, τέλειον δὲ ὀκτά- 
χορδον. This is a use of τέλειος which is likely enough 
to have come from Aristoxenus. The word was doubt- 
less applied in each period to the most complete scale 
which musical theory had then recognised. 

Little is known of the steps by which this enlarge- 
ment of the Greek scale was brought about. We shall 
not be wrong in conjecturing that it was connected 
with the advance made from time to time in the form 
and compass of musical instruments’. Along with the 
lyre, which kept its primitive simplicity as the instru- 
ment of education and everyday use, the Greeks had 
the cithara (κιθάρα), an enlarged and improved lyre, 
which, to judge from the representations on ancient 
monuments, was generally seen in the hands of pro- 
fessional players (x:@ap@dot). The development of the 
cithara showed itself in the increase, of which we have 
good evidence even before the time of Plato, in the 
number of the strings. The poet Ion, the contemporary 
of Sophocles, was the author of an epigram on a certain 


1 This observation was made by ancient writers, e.g. by Adrastus (Peri- 
patetic philosopher of the second cent. a.p.): ἐπηυῤημένης δὲ τῆς μουσικῆς καὶ 
πολυχόρδων καὶ πολυφθόγγων γεγονότων ὀργάνων τῷ προσληφθῆνοι καὶ ἐπὶ τὸ 
βαρὺ καὶ ἐπὶ τὸ ὀξὺ τοῖς προῦὐπάρχουσιν ὀκτὼ φθόγγοις ἄλλους πλείονας, ὅμως κιτ.λ. 
(Theon Smyrn. c. 6). 
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ten-stringed lyre, which seems to have had a scale 
closely approaching that of the Lesser Perfect System!. 
A little later we hear of the comic poet Pherecrates 
attacking the musician Timotheus for various innova- 
tions tending to the loss of primitive simplicity, in 
particular the use of twelve strings*. According to 
a tradition mentioned by Pausanias, the Spartans con- 
demned Timotheus because in his cithara he had added 
four strings to the ancient seven. The offending instru- 
ment was hung up in the Scias (the place of meeting 
of the Spartan assembly), and apparently was seen 
there by Pausanias himself (Paus. iii. 12, 8). 

A similar or still more rapid development took place 
in the flute (αὐλός) The flute-player Pronomus of 
Thebes, who was said to have been one of the instruc- 
tors of Alcibiades, invented a flute on which it was 
possible to play in all the modes. ‘Up to his time,’ 
says Pausanias (ix. 12, 5), ‘flute-players had three 
forms of flute: with one they played Dorian music ; 
a different set of flutes served for the Phrygian mode 
(ἁρμονία); and the so-called Lydian was played on 
another kind again. Pronomus was -the first who 
devised flutes fitted for every sort of mode, and played 
melodies different in mode on the same flute.’ The 


1 The epigram is quoted in the pseudo-Euclidean Jstroducto, Ὁ. το (Meib.): 
ὁ δὲ (sc. Ἴων) ἐν δεκαχόρδῳ λύρᾳ (i.e. in a poem on the subject of the ten-stringed 
lyre) :— 
yre) τὴν δεκαβάμονα τάξιν ἔχουσα 
τὰς συμφωνούσας ἁρμονίας τριόδους" 
πρὶν μέν σ᾽ ἑπτάτονον ψάλλον διὰ τέσσαρα πάντες 
Ἕλληνες, σπανίαν μοῦσαν ἀειράμενοι. 


‘ The triple ways of music that are in concord’ must be the three conjunct 
tetrachords that can be formed with ten notes.(c defga bcd). 
This is the scale of the Lesser Perfect System before the addition of the 
Proslambanomenos. ; 

2 Pherecrates χείρων fr. 1 (quoted by Plut. de Mus. c. 30). It is needless 
to refer to the other traditions on the subject, such as we find in Nicomachus 
(Harm. p. 35) and Boethius. 
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use of the new invention soon became general, since in 
Plato’s time the flute was the instrument most distin- 
guished by the multiplicity of its notes: cp. Rep. p. 399 
τί δέ; αὐλοποιοὺς ἣ αὐλητὰς παραδέξει εἰς τὴν πόλιν ; ἢ οὐ 
τοῦτο πολυχορδότατον ; Plato may have had the inven- 
tion of Pronomus in mind when he wrote these words. 

With regard to the order in which the new notes 
obtained a place in the schemes of theoretical musicians 
we have no trustworthy information. The name προσ- 
λαμβανόμενος, applied to the lowest note of the Perfect 
System, points to a time when it was the last new 
addition to the scale. Plutarch in his work on the 
Timaeus of Plato (περὶ τῆς ἐν Τιμαίῳ ψυχογονίας) speaks 
of the Proslambanomenos as having been added in com- 
paratively recent times (p. 1029 ¢ of de νεώτεροι τὸν προσ- 
λαμβανόμενον τόνῳ διαφέροντα τῆς ὑπάτης ἐπὶ τὸ βαρὺ 
τάξαντες τὸ μὲν ὅλον διάστημα δὶς διὰ πασῶν ἐποίησαν). 
The rest of the Perfect System he ascribes to ‘the 
ancients’ (τοὺς παλαιοὺς ἴσμεν ὑπάτας μὲν δύο, τρεῖς δὲ 
νήτας, μίαν δὲ μέσην καὶ μίαν παραμέσην τιθεμένους) An 
earlier addition—perhaps the first made to the primitive 
octave—was a note called Hyperhypaté, which was 
a tone below the old Hypaté, in the place afterwards 
occupied on the Diatonic scale by Lichanos Hypaton. 
It naturally disappeared when the tetrachord Hypatén 
came into use. It is only mentioned by one author, 
Thrasyllus (quoted by Theon Smyrnaeus, cc. 35-36). 

1 The term ὑπερυπάτη had all but disappeared from the text of Theon 
Smyrnaeus in the edition of Bullialdus (Paris, 1644), having been corrupted 
into ὑπάτη or παρυπάτη in every place except one (p. 141, 3). It has been 
restored from MSS. in the edition of Hiller (Teubner, Leipzig, 1878). The 
word occurs also in Aristides Quintilianus (p. 10 Meib.), where the plural 
ὑπερυπάται is used for the notes below Hypaté, and in Boethius (Mus. i. 20). 

It may be worth noticing also that Thrasyllus uses the words διεζευγμένη 


and ὑπερβολαία in the sense of νήτη διεζευγμένων and νήτη ὑπερβολαίων (Theon 
Smyrn. /.c.). 
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The notes of the Perfect System, with the intervals 
of the scale which they formed, are fully set out in the 
two treatises that pass under the name of the geometer 
Euclid, viz. the Jntroductio Harmonica and the Sectio 
Canonis. Unfortunately the authorship of both these 
works is doubtful!. All that we can say is that if the 
Perfect System was elaborated in the brief interval 
between the time of Aristotle and that of Euclid, the 
materials for it must have already existed in musical 
practice. . 


§ 19. elation of System and Key. 


Let us now consider the relation between this fixed 
or standard scale and the varieties denoted by the 
terms ἁρμονία and τόνος. 

With regard to the τόνοι or Keys of Aristoxenus we 
are not left in doubt. A system, as we have seen, is 
a series of notes whose relative pitch is fixed. The 
key in which the System is taken fixes the absolute 
pitch of the series. As Aristoxenus expresses it, the 
Systems are melodies set at the pitch of the different 
keys (rods τόνους, ἐφ᾽ ὧν τιθέμενα τὰ συστήματα pedo- 
δεῖται). If then we speak of Hypaté or Mesé (just as 


1 The Introduction to Harmonics (εἰσαγωγὴ ἁρμονική) which bears the 
name of Euclid in modern editions (beginning with J. Pena, Paris, 1557) cannot 
be his work. In some MSS. it is ascribed to Cleonides, in others to Pappus, 
who was probably of the fourth century a.p. The author is one of the 
ἁρμονικοί or Aristoxeneans, who adopt the method of equal temperament. 
He may perhaps be assigned to a comparatively early period on the ground 
that he recognises only the thirteen keys ascribed to Aristoxenus—not 
the fifteen keys given by most later writers (Aristides Quint., p. 22 Meib.). 
For some curious evidence connecting it with the name of the other- 
wise unknown writer Cleonides, see K. von Jan, Die Harmonik des Aris- 
toxenianers Kleonides (Landsberg, 1870). The Sectton of the Canon (κανόνος 
κατατομή) belongs to the mathematical or Pythagorean school, dividing the 
tetrachord into two major tones and a λεῖμμα which is somewhat less than 
asemitone. In point of form it is decidedly Euclidean: but we do not find 
it referred to by any writer before the third century a.p.—the earliest 
testimony being that of Porphyry (pp. 272-276 in Wallis’ edition). 
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when we speak of a moveable Do), we mean as many 
different notes as there are keys: but the Dorian 
Hypaté or the Lydian Mesé has an ascertained pitch. 
The Keys of Aristoxenus, in short, are so many trans- 
positions of the scale called the Perfect System. 

Such being the relation of the standard System to 
the key, can we suppose any different relation to have 
subsisted between the standard System and the ancient 
‘modes’ known to Plato and Aristotle under the name 
of ἁρμονίαι ? 

It appears from the language used by Plato in the 
Republic that Greek musical instruments differed very 
much in the variety of modes or ἁρμονίαι of which they 
were susceptible. After Socrates has determined, in 
the passage quoted above (p. 7), that he will admit 
only two modes, the Dorian and Phrygian, he goes 
on to observe that the music of his state will not need 
a multitude of strings, or an instrument of all the modes 
(παναρμόνιον). ‘There will be no custom therefore for 
craftsmen who make triangles and harps and other 
instruments of many notes and many modes. How 
then about makers of the flute (αὐλός) and players on 
the flute? Has not the flute the greatest number of 
notes, and are not the scales which admit all the modes 
simply imitations of the flute? There remain then 
4 Plato, Rep. p. 399: οὐκ dpa, ἣν δ᾽ ἔγώ, πολυχορδίας γε οὐδὲ παναρμονίου 
ἡμῖν δεήσει ἐν ταῖς ᾧῳδαῖς τε καὶ μέλεσιν. Οὔ μοι, ἔφη, φαίνεται. τριγώνων ἄρα 
καὶ πηκτίδων καὶ πάντων ὀργάνων ὅσα πολύχορδα καὶ πολυαρμόνια δημιουργοὺς οὗ 
ϑρέψομεν. Οὐ φαινόμεθα. Τί δέ; αὐλοποιοὺς ἣ αὐλητὰς παραδέξει εἰς τὴν πόλιν; 
ἣ οὐ τοῦτο πολυχο; δότατον, καὶ αὐτὰ τὰ παναρμόνια αὐλοῦ τυγχάνει ὄντα μίμημα ; 
Δῆλα δή, ἦ δ᾽ ὅς. Λύρα δή σοι, ἣν δ᾽ ἐγώ, καὶ κιθάρα λείπεται, καὶ κατὰ πόλιν 
χρήσιμα" καὶ αὖ κατ᾽ ἀγροὺς τοῖς νομεῦσι σύριγξ ἄν τις εἴη. 

The αὐλός was not exactly a flute. It had a mouthpiece which gave it the 
character rather of the modern oboe or clarinet: see the Dictonary of 
Antiquities, s.v. TIBIA, The παναρμόνιον is not otherwise known, and the 


passage in Plato does not enable us to decide whether it was a real 
instrument or only a scale or arrangement of notes. 
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the lyre and the cithara for use in our city; and for 
shepherds in the country a syrinx (pan’s pipes).’ The 
lyre, it is plain, did not admit of changes of mode. 
The seven or eight strings were tuned to furnish the 
scale of one mode, not of more. What then is the 
relation between the mode or dppovia of a lyre and the 
standard scale or σύστημα which (as we have seen) was 
based upon the lyre and its primitive gamut ? 

If ἁρμονία means ‘key,’ there is no difficulty. The 
scale of a lyre was usually the standard octave from 
Hypaté to Nété: and that octave might be in any one 
key. But if a mode is somehow characterised by a 
particular succession of intervals, what becomes of the 
standard octave? No one succession of intervals can 
then be singled out. It may be said that the standard 
octave is in fact the scale of a particular mode, which 
had come to be regarded as the type, viz. the Dorian. 
But there is no trace of any such prominence of the 
Dorian mode as this would necessitate. The philosophers 
who recognise its elevation and Hellenic purity are very 
far from implying that it had the chief place in popular 
regard. Indeed the contrary was evidently the case}. 


§ 20. Tonality of the Greek musical scale. 


It may be said here that the value of a series of notes 
as the basis of a distinct mode—in the modern sense of 
the word—depends essentially upon the /fonality. A 
single scale might yield music of different modes if the 
key-note were different. It is necessary therefore to 
collect the scanty notices which we possess bearing 
upon the tonality of Greek music. The chief evidence 


1 The passage quoted above from the Knights of Aristophanes (p. 7) 
is sufficient to show that a marked preference for the Dorian mode would 
be a matter for jest. 
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on the subject is a passage of the Problems, the impor- 
tance of which was first pointed out by Helmholtz!. It 
is as follows: 


Arist. Probl. xix. 20: Διὰ τί ἐὰν μέν tis τὴν μέσην κινήσῃ 
ἡμῶν, ἁρμόσας τὰς ἄλλας χορδάς, καὶ χρῆται τῷ ὀργάνῳ, οὐ μόνον 
ὅταν κατὰ τὸν τῆς μέσης γένηται φθόγγον λυπεῖ καὶ φαίνεται 
ἀνάρμοστον, ἀλλὰ καὶ κατὰ τὴν ἄλλην μελῳδίαν, ἐὰν δὲ τὴν 
λιχανὸν ἤ τινα ἄλλον φθόγγον, τότε φαίνεται διαφέρειν μόνον 
ὅταν κἀκείνῃ τις χρῆται ; 7 εὐλόγως τοῦτο συμβαίνει ; πάντα 
γὰρ τὰ χρηστὰ μέλη πολλάκις τῇ μέσῃ χρῆται, καὶ πάντες οἱ 
ἀγαθοὶ ποιηταὶ πυκνὰ πρὸς τὴν μέσην ἀπαντῶσι, κἂν ἀπέλθωσι 
ταχὺ ἐπανέρχονται, πρὸς δὲ ἄλλην οὕτως οὐδέμιαν. καθάπερ ἐκ 
τῶν λόγων ἐνίων ἐξαιρεθέντων συνδέσμων οὐκ ἔστιν ὁ λόγος 
᾿Ἑλληνικός, οἷον τὸ τέ καὶ τὸ καί, ἔνιοι δὲ οὐθὲν λυποῦσι, διὰ τὸ 
τοῖς μὲν ἀναγκαῖον εἶναι χρῆσθαι πολλάκις, εἰ ἔσται λόγος, τοῖς δὲ 
μή, οὕτω καὶ τῶν φθόγγων ἡ μέση ὥσπερ σύνδεσμός ἐστι, καὶ μά- 
λιστα τῶν καλῶν, διὰ τὸ πλειστάκις ἐνυπάρχειν τὸν φθόγγον αὐτῆς. 

‘Why is it that if the Mesé is altered, after the other 
strings have been tuned, the instrument is felt to be out 
of tune, not only when the Mesé is sounded, but through 
the whole of the music,—whereas if the Lichanos or any 
other note is out of tune, it seems to be perceived only 
when that note is struck? Is it to be explained on the 
ground that all good melodies often use the Mesé, and all 
good composers resort to it frequently, and if they leave it 
soon return again, but do not make the same use of any 
other note? just as language cannot be Greek if certain 
conjunctions are omitted, such as re and καί, while others 
may be dispensed with, because the one class is necessary 
for language, but not the other: so with musical sounds 
the Mesé is a kind of ‘conjunction,’ especially of beautiful 
sounds, since it is most often heard among these.’ 


1 Die Lehre von den Tonempfindungen, p. 261, ed. 1863. 
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In another place (xix. 36) the question 15 answered by 
saying that the notes of a scale stand in a certain rela- 
tion to the Mesé, which determines them with reference 
to it (ἡ τάξις ἡ ἑκάστης ἤδη Ot ἐκείνην): so that the loss 
of the Mesé means the loss of the ground and unifying 
element of the scale (ἀρθέντος τοῦ αἰτίου τοῦ ἡρμόσθαι Kai 
τοῦ συνέχοντος) 1. 

These passages imply that in the scale known to 
Aristotle, viz. the octave ὁ -- ὁ, the Mesé a had the 
character of a Tonic or key-note. This must have 
been true a fortiort of the older seven-stringed scale, 
' in which the Mesé united.the two conjunct tetrachords. 
It was quite in accordance with this state of things 
that the later enlargement completed the octaves from 
Mesé downwards and upwards, so that the scale 
consisted of two octaves of the form a - a. As to the 
question how the Tonic character of the Mesé was 
shown, in what parts of the melody it was necessarily 
heard, and the like, we can but guess. The statement 
of the Problems is not repeated by any technical writer, 
and accordingly it does not appear that any rules on 
the subject had been arrived at. It is significant, 
perhaps, that the frequent use of the Mesé is spoken 
of as characteristic of good melody (πάντα τὰ χρηστὰ 
μέλη πολλάκις TH μέσῃ χρῆται), aS though tonality were 
a merit rather than a necessity. 

Another passage of the Problems has been thought to 
show: that in Greek music the melody ended on the © 
Hypaté. The words are these (Probl. x1x. 33): 


Διὰ τί εὐαρμοστότερον ἀπὸ τοῦ ὀξέος ἐπὶ τὸ βαρὺ ἢ ἀπὸ τοῦ 


1 So in the Euclidean Sectio Canonis the propositions which deal with the 
‘movable’ notes, viz. Paranété and Lichanos (Theor. xvii) and Parhypaté 
and Trité (Theor. xviii), begin by postulating the Mesé (ἔστω γὰρ μέση ὃ 
B «.7.X.). 
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βαρέος ἐπὶ τὸ ὀξύ ; πότερον ὅτι τὸ ἀπὸ τῆς ἀρχῆς γίνεται ἄρχε- 
σθαι; ἣ γὰρ μέση καὶ ἡγεμὼν ὀξγτάτη τοῦ τετραχόρδου' τὸ δὲ 
οὐκ ἀπ’ ἀρχῆς ἀλλ᾽ ἀπὸ τελευτῆς. 

‘Why is a descending scale more musical than an 
ascending one?. Is it that in this order we begin with 
the beginning,—since the Mesé or leading note! is the 
highest of the tetrachord,—but with the reverse order 
we begin with the end?’ 


There is here no explicit statement that the melody 
ended on the Hypaté, or even that it began with the 
Mesé. In what sense, then, was the Mesé a ‘ beginning’ 
(ἀρχή), and the Hypaté an ‘end’? In Anistotelian 
language the word ἀρχή has various senses. It might 
be used to express the relation of the Mesé to the other 
notes as the basis or ground-work of the scale. Other 
passages, however, point to a simpler explanation, viz. 
that the order in question was merely conventional. In 
Probl. xix. 44 it is said that the Mesé is the beginning 
(ἀρχή) of one of the two tetrachords which form the 
ordinary octave scale (viz. the tetrachord Mesén); and 
again in Probl. xix. 47 that in the old heptachord which 
consisted of two conjunct tetrachords (e-a-—d) the 
Mesé (a) was the end of the upper tetrachord and the 
beginning of the lower one (ὅτε ἦν τοῦ μὲν ἄνω τετρα- 
χόρδου τελευτή, τοῦ δὲ κάτω ἀρχή). In this last passage 
it is evident that there is no reference to the beginning 
or end of the melody. 


1 The term ἡγεμών or ‘leading note’ of the tetrachord Meson, here 
applied to the Mesé, is found in the same sense in Plutarch, De Mus. c. 11, 
where ὁ περὶ τὸν ἡγεμόνα κείμενος τόνος means the disjunctive tone. 
Similarly Ptolemy (Harm. i. 16) speaks of the tones in a diatonic scale 
as being ἐν τοῖς ἡγουμένοις τόποις, the semitones ἐν τοῖς ἑπομένοις (sc. οὗ the 
tetrachord) : and again of the ratio 5: 4 (the major Third) as the ‘ leading’ 
one of an Enharmonic tetrachord (τὸν ἐπιτέταρτον ὅς ἔστιν ἡγούμενος τοῦ 
ἐναρμονίου γένους). 
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Another instance of the use of ἀρχή in connexion with 
the musical scale is to be found in the Metaphysics 
(Iv. 11, p. 1018 ὁ 26), where Aristotle is speaking of the 
different senses in which things may be prior and 
posterior : 


Ta δὲ κατὰ τάξιν" ταῦτα δ᾽ ἐστὶν ὅσα πρός τι ἕν ὡρισμένον 
διέστηκε κατὰ τὸν λόγον, οἷον παραστάτης τριτοστάτου πρότερον, 
καὶ παρανήτη νήτης᾽ ἔνθα μὲν γὰρ ὁ κορυφαῖος, ἔνθα δὲ 7 μέση 
ἀρχή. 

‘Other things [are prior and posterior] in order: viz. 
those which are at a varying interval from some one 
definite thing ; as the second man in the rank is prior to 
the third man, and the Paranété to the Nété: for in the 
one case the coryphaeus is the starting-point, in the other 
the Mesé’ 


Here the Mesé is again the ἀρχή or beginning, but 
the order is the ascending one, and consequently the 
Nété is the end. The passage confirms what we have 
learned of the relative importance of the Mesé: but it 
certainly negatives any inference regarding the note on 
which the melody ended. 

It appears, then, that the Mesé of the Greek standard 
System had the functions of a key-note in that System. 
In other words, the music was in the mode (using 
that term in the modern sense) represented by the 
octave a-a of the natural key—the Hypo-dorian or 
Common Species. We do not indeed know how the 
predominant character of the Mesé was shown— 
whether, for example, the melody ended on the Mesé. 
The supposed evidence for an ending on the Hypaté 
has been shown to be insufficient. But we may at 
least hold that as far as the Mesé was a key-note, so 
far the Greek scale was that of the modern Minor 
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mode (descending). The only way of escape from this 
conclusion is to deny that the Mesé of Probl. xix. 20 
was the note which we have understood by the term— 
the Mesé of the standard System. This, as we shall 
presently see, is the plea to which Westphal has 
recourse. 


§ 21. The Species of a Scale. 


The object of the preceding discussion has been to 
make it clear that the theory of a system of modes— 
in the modern sense of the word—finds no support 
from the earlier authorities on Greek music. There 
is, however, evidence to show that Aristoxenus, and 
perhaps other writers of the time, gave much thought 
to the varieties to be obtained by taking the intervals of 
a scale in different order. These varieties they spoke 
of as the forms or species (σχήματα, εἴδη) of the interval 
which measured the compass of the scale in question. 
Thus, the interval of the Octave (διά: πασῶν) is divided 
into seven intervals, and these are, in the Diatonic 
genus, five tones and two semitones, in the Enharmonic 
two ditones, four quarter-tones, and a tone. As we 
shall presently see in detail, there are seven species of 
the Octave in each genus. That is to say, there are 
seven admissible octachord scales (συστήματα ἐμμελῆ), 
differing only in the succession of the intervals which 
compose them. 

Further, there is evidence which goes to connect the 
seven species of the Octave with the Modes or ἁρμονίαι. 
In some writers these species are described under 
names which are familiar to us in their application 
to the modes. A certain succession of intervals is 
called the Dorian species of the Octave, another suc- 
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cession is called the Phrygian species, and so on for 
the Lydian, Mixo-lydian, Hypo-dorian, Hypo-phrygian, 
and Hypo-lydian. It seems natural to conclude that 
_ the species or successions of intervals so named were 
characteristic 1n some way of the modes which bore the 
same names, consequently that the modes were not keys, 
but modes in the modern sense of the term. 

In order to estimate the value of this argument, it is 
necessary to ask, (1) how far back we can date the use 
of these names for the species of the Octave, and (2) in 
what degree the species of the Octave can be shown to 
have entered into the practice of music at any period. 
The answer to these questions must be gathered from 
a careful examination of all that Aristoxenus and other 
early writers say of the different musical scales in 
reference to the order of their intervals. 


§ 22. The Scales as treated by Aristoxenus. 


The subject of the musical scales (συστήματα) is 
treated by Aristoxenus as a general problem, without 
reference to the scales in actual use. He complains 
that his predecessors dealt only with the octave scale, 
and only with the Enharmonic genus, and did not 
address themselves to the real question of the melodious 
sequence of intervals. Accordingly, instead of beginning 
with a particular scale, such as the octave, he supposes 
a scale of indefinite compass,—just as a mathematician 
postulates lines and surfaces of unlimited magnitude. 
His problem virtually is, given any interval known 
to the particular genus supposed, to determine what 
intervals can follow it on a musical scale, either ascend- 
ing or descending. In the Diatonic genus, for example, 
a semitone must be followed by two tones, so as to 
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make up the interval of a Fourth. In the Enharmonic 
genus the dieses or quarter-tones can only occur two 
together, and every such pair of dieses (πυκνόν) must 
be followed in the ascending order by a ditone, in the 
descending order by a ditone ora tone. By these and 
similar rules, which he deduces mathematically from 
one or two general principles of melody, Aristoxenus in 
effect determines all the possible scales of each genus, 
without restriction of compass or pitch?. But whenever 
he refers for the purpose of illustration to a scale in 
actual use, it is always the standard octave already 
described (from Hypaté to Nété), or a part of it. Thus 
nothing can be clearer than the distinction which he 
makes between the theoretically infinite scale, subject 
only to certain principles or laws determining the 
succession of intervals, and the eight notes, of fixed 
relative pitch, which constituted the gamut of practical - 
music. 

The passages in which Aristoxenus dwells upon the 
advance which he has made upon the methods of his 
predecessors are of considerable importance for the 
whole question of the species of the Octave. There 
are three or four places which it will be worth while to 
quote. 

1. Aristoxenus, Harm. p. 2,15 Meib.: τὰ yap διαγράμματα 
αὐτοῖς τῶν ἐναρμονίων (ἁρμονιῶν MSS.) ἔκκειται μόνον συστη- 
μάτων, διατόνων δ᾽ ἣ χρωματικῶν οὐδεὶς πώποθ᾽ ἑώρακεν᾽ καίτοι 
τὰ διαγράμματά γ᾽ αὐτῶν ἐδήλου τὴν πᾶσαν τῆς μελῳδίας τάξιν, 
ἐν οἷς περὶ συστημάτων ὀκταχόρδων ἐναρμονίων (ἁρμονιῶν MSS.) 
μόνον ἔλεγον, περὶ δὲ τῶν ἄλλων γενῶν τε καὶ σχημάτων ἐν 
αὐτῷ τε τῷ γένει τούτῳ καὶ τοῖς λοιποῖς οὐδ᾽ ἐπεχείρει οὐδεὶς 
καταμανθάνειν. 


ι The investigation occupies a considerable space in his Harmonics, viz. 
pp. 27-29 Meib. (from the words wept δὲ συνεχείας καὶ τοῦ ἑξῆς), and again 
pp. 58-72 Meib. 

E 
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‘The diagrams of the earlier writers set forth Systems 
in the Enharmonic genus only, never in the Diatonic or 
Chromatic: and yet these diagrams professed to give the 
whole scheme of their music, and in them they treated of 
Enharmonic octave Systems only; of other genera and 
other forms of this or any genus no one attempted to 
discover anything.’ 


2. Ibid. p. 6, 20 Meib.: τῶν δ᾽ ἄλλων καθόλου μὲν καθάπερ 
ἔμπροσθεν εἴπομεν οὐδεὶς ἧπται, ἑνὸς δὲ συστήματος ᾿Ερατοκλῆς 
ἐπεχείρησε καθ᾽ ἐν γένος ἐξαριθμῆσαι τὰ σχήματα τοῦ διὰ πασῶν 
ἀποδεικτικῶς τῇ περιφορᾷ τῶν διαστημάτων δεικνύς" οὐ κατα- 
μαθὼν ὅτι, μὴ προσαποδειχθέντων (qu. προαποδ.) τῶν τε τοῦ διὰ 
πέντε σχημάτων καὶ τῶν τοῦ διὰ τεσσάρων πρὸς δὲ τούτοις καὶ 
τῆς συνθέσεως αὐτῶν τίς mot’ ἐστὶ καθ᾽ ἣν ἐμμελῶς συντίθενται, 


πολλαπλάσια τῶν ἑπτὰ συμβαίνειν γίγνεσθαι δείκνυται. 


‘The other Systems no one has dealt with by a general 
method: but Eratocles has attempted in the case of one 
System, in one genus, to enumerate the forms or species of 
the Octave, and to determine them mathematically by the 
periodic recurrence of the intervals: not perceiving that 
unless we have first demonstrated the forms of the Fifth 
and the Fourth, and the manner of their melodious com- 
bination, the forms of the Octave will come to be many 
more than seven.’ 


The ‘periodic recurrence of intervals’ here spoken of 
may be illustrated on the key-board of a piano. If we 
take successive octaves of white notes, a -- a, ὁ -- ὁ, and 
50 on, we obtain each time a different order of intervals 
(ἡ.6. the semitones occur in different places), until we 
reach 4 —a again, when the series begins afresh. In 
this way it is shown that only seven species of the 
Octave can be found on any particular scale. Aris- 
toxenus shows how to prove this from first principles, 
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viz. by analysing the Octave as the combination of 
a Fifth with a Fourth. 


3. Ibid. p. 36, 29 Meib.: τῶν δὲ συστημάτων τὰς διαφορὰς 
οἱ μὲν ὅλως οὐκ ἐπεχείρουν ἐξαριθμεῖν, ἀλλὰ περὶ αὐτῶν μόνον 
τῶν ἑπταχόρδων ἃ ἐκάλουν ἁρμονίας τὴν ἐπίσκεψιν ἐποιοῦντο, οἷ 
δὲ ἐπιχειρήσαντες οὐδένα τρόπον ἐξηριθμοῦντο. 


For ἑπταχόρδων Meibomius and other editors read 
ἑπτὰ ὀκταχόρδων---ἃ correction strongly suggested by 
the parallel words συστημάτων ὀκταχόρδων in the first 
passage quoted. 


‘Some did not attempt to enumerate the differences of 
the Systems, but confined their view to the seven octachord 
Systems which they called ἁρμονίαι ; others who did make 
the attempt did not succeed.’ 


It appears from these passages that before the time 
of Aristoxenus musicians had framed diagrams or tables 
showing the division of the octave scale according to 
the Enharmonic genus: and that a certain Eratocles— 
of whom nothing else is known—had recognised seven 
forms or species of the octachord scale, and had shown 
how the order of the intervals in the several species 
passes through a sort of cycle. Finally, if the correction 
proposed in the third passage is right, the seven species 
of the Octave were somehow shown in the diagrams 
of which the first passage speaks. In what respect 
Eratocles failed in his treatment of the seven species 
can hardly be conjectured. 

Elsewhere the diagrams are described by Aristoxenus 
somewhat differently, as though they exhibited a division 
into Enharmonic dieses or quarter-tones, without refer- 
ence to the melodious character of the scale. Thus we 
find him saying— 

E2 
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4. Harm. p. 28 Meib.: ζητητέον δὲ τὸ συνεχὲς οὐχ ὡς of 
ἁρμονικοὶ ἐν tats τῶν διαγραμμάτων καταπυκνώσεσιν ἀποδιδόναι 
πειρῶνται, τούτους ἀποφαίνοντες τῶν φθόγγων ἑξῆς ἀλλήλων 
κεῖσθαι οἷς συμβέβηκε τὸ ἐλάχιστον διάστημα διέχειν ἀφ᾽ αὑτῶν. 
οὐ γὰρ τὸ μὴ δύνασθαι διέσεις ὀκτὼ καὶ εἴκοσιν ἑξῆς μελῳδεῖσθαι 
τῆς φωνῆς ἐστιν, ἀλλὰ τὴν τρίτην δίεσιν πάντα ποιοῦσα οὐχ οἵα 
τ᾽ ἐστὶ προστιθέναι. 

‘We must seek continuity of succession, not as theoretical 
musicians do in filling up their diagrams with small intervals, 
making those notes successive which are separated from 
each other by the least interval. For it is not merely that 
the voice cannot sing twenty-eight successive dieses: with 
all its efforts it cannot sing a third diesis+.’ 


This representation of the musical diagrams is borne 


1 This point is one which Aristoxenus is fond of insisting upon: cp. p. Io, 
16 οὐ πρὸς τὴν καταπύκνωσιν βλέποντας ὥσπερ of ἁρμονικοί : p. 38, 3 ὅτι δέ ἐστιν 
ἡ καταπύκνωσις ἐκμελὴς καὶ πάντα τρόπον ἄχρηστος φανερόν : p. 53, 3 κατὰ τὴν 
τοῦ μέλους φύσιν ζητητέον τὸ ἑξῆς καὶ οὐχ ws οἱ εἰς τὴν καταπύκνωσιν βλέποντες 
εἰώθασιν ἀποδιδόναι τὸ ἑξῆς. 

The statement that the ancient diagrams gave a series of twenty-eight 
successive dieses or quarter-tones has not been explained. The number of 
quarter-tones in an octave is only twenty-four. Possibly it is a mere error 
of transcription (κη for «5). If not, we may perhaps connect it with the 
seven intervals of the ordinary octave scale, and the simple method by 
which the enharmonic intervals were expressed in the instrumental notation. 
It has been explained that raising a note a quarter of a tone was shown by 
turning it through a quarter of a circle. Thus, our c being denoted by E, 
c* was, and c# was 3. Now the ancient diagrams, which divided every 
tone into four parts, must have had a character for c#*, or the note 
three-quarters of a tone above c Naturally this would be the remaining 
position of E, namely m. Again, we have seen that when the interval 
between two notes on the diatonic scale is only a semitone, the result 
of the notation is to produce a certain number of duplicates, so to speak. 
Thus: K stands for ὁ, and therefore Ὺ forc: but ς is a note of the original 
scale, and as such is written ΠΠ. It may be that the diagrams to which 
Aristoxenus refers made use of these duplicates: that is to say, they may 
have made use of all four positions of a character (such as Κα ὦ } 70 
whether the interval to be filled was a tone or a semitone. If so, the seven 
intervals would give twenty-eight characters (besides the upper octave-note), 
and apparently therefore twenty-eight ‘dieses. Some traces of this use of 
characters in four positions have been noticed by Bellermann (Tonlestern, 


p. 65). 
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out by the passage in the Republic in which Plato 
derides the experimental study of music: 


Rep. p. 531 a τὰς yap ἀκουομένας ad συμφωνίας καὶ φθόγγους 


ἀλλήλοις ἀναμετροῦντες ἀνήνυτα, ὥσπερ of ἀστρονόμοι, πονοῦσιν. 


Νὴ τοὺς θεούς, ἔφη, καὶ γελοίως γε, πυκνώματ᾽ ἄττα ὀνομάζοντες 

καὶ παραβάλλοντες τὰ ὦτα, οἷον ἐκ γειτόνων φωνὴν θηρευόμενοι, 
ς έ ἔ ’ ἐ \ 9 ON Ν s 

of μέν φασιν ἔτι κατακούειν ἐν μέσῳ τινὰ ἠχὴν Kal σμικρότατον 

εἶναι τοῦτο διάστημα, © μετρητέον, of δὲ κιτιλ. 


Here Socrates is insisting that the theory of music 
should be studied as a branch of mathematics, not by 
observation of the sounds and concords actually heard, 
about which musicians spend toil in vain. ‘ Yes,’ says 
Glaucon, ‘they talk of the close-fitting of intervals, and 
put their ears down to listen for the smallest possible 
interval, which is then to be the measure.’ The smallest 
interval was of course the Enharmonic diesis or quarter 
of a tone, and this accordingly was the measure or unit 
into which the scale was divided. A group of notes 
separated by a diesis was called ‘close’ (πυκνόν, or 
a πύκνωμα), and the filling up of the scale in that way 
was therefore a καταπύκνωσις τοῦ diaypépparos—a filling 
up with ‘close-set’ notes, by the division of every tone 
into four equal parts. 

An example of a diagram of this kind has perhaps 
survived in a comparatively late writer, viz. Aristides 
Quintilianus, who gives a scale of two octaves, one 
divided into twenty-four dieses, the next into twelve 
semitones (De Mus. p. 15 Meib.). The characters used 
are not otherwise known, being quite different from the 
ordinary notation: but the nature of the diagram is 
plain from the accompanying words: αὕτη ἐστὶν ἡ παρὰ 
τοῖς ἀρχαίοις κατὰ διέσεις ἁρμονία, ἕως κὃ διέσεων τὸ πρό- 
τερον διάγουσα διὰ πασῶν, τὸ δεύτερον διὰ τῶν ἡμιτονίων 
αὐξήσασα : ‘this is the ἁρμονία (division of the scale) 
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᾿ according to dieses in use among the ancients, carried 
in the case of the first octave as far as twenty-four 
dieses, and dividing the second into semitones.’ 

The phrase ἡ κατὰ διέσεις ἁρμονία, used for the divi- 
sion of an octave scale into quarter-tones, serves to 
explain the statement of Aristoxenus (in the third of 
the passages above quoted) that the writers who treated 
of octave Systems called them ‘harmonies’ (ἃ ἐκάλουν 
ἁρμονίας). That statement has usually been taken to 
refer to the ancient Modes called ἁρμονίαι by Plato and 
Aristotle, and has been used accordingly as proof that 
the scales of these Modes were based upon the different 
species (εἴδη) of the Octave. But the form of the refer- 
ence—‘ which they called éppovia:’—implies some for- 
gotten or at least unfamiliar use of the word by the 
older technical writers. It is very much more proba- 
ble that the ἁρμονίαι in question are divisions of the 
octave scale, as shown in theoretical diagrams, and had 
no necessary connexion with the Modes. Apparently 
some at least of these diagrams were not musical scales, 
but tables of all the notes in the compass of an octave ; 
and the Enharmonic diesis was used, not merely on 
account of the importance of that genus, but because it 
was the smallest interval, and therefore the natural unit 
of measurement?. 

The use of ἁρμονία as an equivalent for ‘System’ or 


1 The fullest account of this curious fragment of notation is that given 
by Bellermann in his admirable book, Die Tonleitern und Mustknoten der 
Gnechen, pp. 61-65. His conjectures as to its origin do not claim a high 
degree of probability. See the remarks on pp. 97-99. 

2 Cp. Plato, Rep. p. 531: καὶ σμικρότατον εἶμαι τοῦτο διάστημα, ᾧ μετρητέον. 
It may even be that this sense of ἁρμονία was connected with the use 
for the Enharmonic genus. It is at least worth notice that the phrase 
ἃ ἐκάλουν ἁρμονίας in this passage answers to the adjective ἐναρμονίων in the 
passage first quoted (compare the words περὶ αὐτῶν μόνον τῶν ἑπτὰ ὀκταχόρδων 
ἃ ἐκάλουν ἁρμονίας with περὶ συστημάτων ὀκταχόρδων ἐναρμονίων μόνον). 
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‘division of the scale’ appears in an important passage 
in Plato’s Philebus (p. 17): ἀλλ᾽, ὦ φίλε, ἐπειδὰν λάβῃς τὰ 
διαστήματα ὁπόσα ἐστὶ τὸν ἀριθμὸν τῆς φωνῆς ὀξύτητός τε 
πέρι καὶ βαρύτητος, καὶ ὁποῖα, καὶ τοὺς ὅρους τῶν δια- 
στήματων, καὶ τὰ ἐκ τούτων ὅσα συστήματα γέγονεν, ἃ 
κατιδόντες οἱ πρόσθεν παρέδοσαν ἡμῖν τοῖς ἑπομένοις ἐκείνοις 
καλεῖν αὐτὰ ἁρμονίας, κιτιλ. In this passage,—which 
has an air of technical accuracy not usual in Plato’s 
references to music (though perhaps characteristic of the 
Philebus),—there is a close agreement with the technical 
writers, especially Aristoxenus. The main thought is 
the application of limit or measure to matter which is 
given as unlimited or indefinite—the distinction drawn 
out by Aristoxenus in a passage quoted below (p. 81). 
The treatment of the term ‘System’ is notably Arist- 
oxenean (cp. Harm. p. 36 τὰ συστήματα θεωρῆσαι πόσα τέ 
ἐστι Kai ποῖα ἄττα, καὶ πῶς ἔκ τε τῶν διαστημάτων καὶ 
φθόγγων συνεστηκότα). Further, the use οἱ ἁρμονία for 
σύστημα, or rather of the plural ἁρμονίαι for the συστήματα 
observed by the older musical theorists, 1s exactly what 
15 noticed by Aristoxenus as if it were more or less 
antiquated. Even in the time of Plato it appears as 
a word of traditional character (of πρόσθεν παρέδοσαν), 
his own word being σύστημα. It need not be said that 
there is no such hesitation, either in Plato or in Aristotle, 
about the use of ἁρμονίαι for the modes. 

The same use of ἁρμονία is found in the Aristotelian 
Problems (xix. 26), where the question is asked, διὰ ri 
μέση καλεῖται ἐν ταῖς ἁρμονίαις, τῶν δὲ ὀκτὼ οὔκ ἐστι μέσον, 
2.6. how can we speak of the Mesé or ‘middle note’ 
of a scale of eight notes ? 

We have now reviewed all the passages in Aristo- 
xenus which can be thought to bear upon the ques- 
tion whether the ἁρμονίαι or Modes of early Greek 
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music are the same as the τόνοι or Keys discussed by 
Aristoxenus himself. The result seems to be that we 
have found nothing to set against the positive argu- 
ments for the identification already urged. It may be 
thought, perhaps, that the variety of senses ascribed to 
the word ἁρμονία goes beyond what is probable. In 
itself however the word meant simply ‘musical scale?.’ 
The Pythagorean use of it in the sense of ‘octave 
scale,’ and the very similar use in reference to diagrams 
which represented the division of that scale, were anti- 
quated in the time of Aristoxenus. The sense of 
‘key’ was doubtless limited in the first instance to the 
use in conjunction with the names Dorian, &c., which 
suggested a distinction of pitch. From the meaning 
‘Dorian scale’ to ‘Dorian key’ is an easy step. Finally, 
in reference to genus ἁρμονία meant the Enharmonic 
scale. It is not surprising that a word with so many 
meanings did not keep its place in technical language, 
but was replaced by unambiguous words, viz. τόνος in 
one sense, σύστημα in another, γένος ἐναρμόνιον in 
a third. Naturally, too, the more precise terms would 
be first employed by technical writers. 


§ 23. Zhe Seven Spectes. 
(See the Appendix, Table I.) 


In the Harmonics of Aristoxenus an account of the 
seven species of the Octave followed the elaborate 
theory of Systems already referred to (p. 48), and. 
doubtless exhibited the application of that general theory 
to the particular cases of the Fourth, Fifth, and Octave. 
Unfortunately the existing manuscripts have only 

' So in Plato, Leg. p. 665 ἃ: τῇ δὴ τῆς κινήσεως τάξει ῥυθμὸς ὄνομα ein, τῇ δ᾽ 


αὖ τῆς φωνῆς, τοῦ τε ὀξέος ἅμα καὶ βαρέος συγκεραννυμένων, ἁρμονία ὄνομα 
προσαγορεύοιτο. 
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preserved the first few lines of this chapter of the 
Aristoxenean work (p. 74, ll. το- 24 Meib.). 

The next source from which we learn anything of 
this part of the subject is the pseudo-Euclidean Jntro- 
ductio Harmonica. The writer enumerates the species 
of the Fourth, the Fifth, and the Octave, first in the 
Enharmonic and then in the Diatonic genus. He 
shows that if we take Fourths on a Diatonic scale, 
beginning with Hypaté Hypatén (our δ), we get suc- 
cessively ὁ ¢ de (a scale with the intervals 41 1), 
cdef(t 14) anddefg (τ 41). Similarly on the 
Enharmonic scale we get— 


Hypaté Hypatén to Hypaté Mesén ὁ b*c ὁ (} ἢ 2) 
Parhypaté _,, » Parhypaté ,, b*c ὁ e*(f 2} 
Lichanos ,, __,, Lichanos ,, ce ef (2i} 


In the case of the Octave the species is distinguished 
on the Enharmonic scale by the place of the tone which 
separates the tetrachords, the so-called Disjunctive Tone 
(τόνος dtagevxrixés). Thus in the octave from Hypaté 
Hypaton to Paramesé (ὁ — ὁ) this tone (a — 8) is the 
highest interval; in the next octave, from Parhypaté 
Hypatoén to Trité Diezeugmen6n (c -- 6), it is the second 
highest ; and so on. These octaves, or species of the 
Octave, the writer goes on to tell us, were anciently 
called by the same names as the seveh oldest Keys, as 
follows: 


Mixo-lydian. . ὁ -- ὃ #222 32 21 
Lydian . . . b*-5* 32 2 3 ¢ 21 3} 
Phrygian . . 5- δ 2i232e21%} if 
Dorian . ..e-e@ ἃ ὃ 21 % ἃ 2s 
Hypo-lydian . e*—- é& 1.2 ry Ὁ 2 2 
Hypo-phrygian / - 7 2 τ: }1: 2 :: 
Hypo-dorian . a-a 1 τ 2:1 2 
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On the Diatonic scale, according to the same writer, 
the species of an Octave is distinguished by the places 
of the two semitones. Thus in the first species, ὁ -- ὁ, 
the semitones are the first and fourth intervals (ὁ -¢ 
and 4 -- 7): in the second, c — ¢, they are the third and 
the seventh, and so on. He does not however say, 
as he does in the case of the Enharmonic scale, that 
these species were known by the names of the Keys. 
This statement is first made by Gaudentius (p. 20 Meib.), 
a writer of unknown date. If we adopt it provisionally, 
the species of the Diatonic octave will be as follows : 


[Mixo-lydian]. . ὁ -- ὃ ξΣ ΙΙΕΈΣΙΣΙῚΣΙ 
[Lydian] . . . c-e Ir 4313111} 
[Phrygian] . . d-d 1 $3m13ri1%4itr 
[Dorian] . .. e-e 4 I rr ¢ii1it 
[Hypo-lydian] . f-/ 11 ἐ 1: 4 
[Hypo-phrygian] ¢ - ¢. Ir 4eo0 1 4 1 
[Hypo-dorian] . a@-a 1 ἐτ τὸ ἐξ 11 


§ 24. Relation of the Species to the Keys. 


Looking at the octaves which on our key-board, as 
on the Greek scale, exhibit the several species, we 
cannot but be struck with the peculiar relation in which 
they stand to the Keys. In the tables given above the 
keys stand in the order of their pitch, from the Mixo- 
lydian down to the Hypo-dorian: the species of the 
same names follow the reverse order, from 4-6 up- 
wards to α -- 4. This, it is obvious, cannot be an 
accidental coincidence. The two uses of this famous 
series of names cannot have originated independently. 
Either the naming of the species was founded on that 
of the keys, or the converse relation obtained between 
them. Which of these two uses, then, was the original 
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and which the derived one? Those who hold that the 
species were the basis of the ancient Modes or ἁρμονίαι 
must regard the keys as derivative. Now Aristoxenus 
tells us, in one of the passages just quoted, that the 
seven species had long been recognised by theorists. 
If the scheme of keys was founded upon the seven 
species, it would at once have been complete, both in 
the number of the keys and in the determination of the 
intervals between them. But Aristoxenus also tells us 
that down to his time there were only six keys,—one 
of them not yet generally recognised,—and that their 
relative pitch was not settled. Evidently then the 
keys, which were scales in practical use, were still 
incomplete when the species of the Octave had been 
worked out in the theory of music. 

If on the other hand we regard the names Dorian, 
&c. as originally applied to keys, we have only to 
suppose that these names were extended to the species 
after the number of seven keys had been completed. 
This supposition is borne out by the fact that Aristo- 
xenus, who mentions the seven species as well known, 
does not give them names, or connect them with the 
keys. This step was apparently taken by some 
follower of Aristoxenus, who wished to connect the 
species of the older theorists with the system of keys 
which Aristoxenus had perfected. 

The view now taken of the seven species is supported 
by the whole treatment of musical scales (συστήματα) as 
we find it in Aristoxenus. That treatment from first 
to last is purely abstract and theoretical. The rules 
which Aristoxenus lays down serve to determine the 
sequence of intervals, but are not confined to scales of 
any particular compass. His Systems, accordingly, are 
not scales in practical use: they are parts taken any- 
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where on an ideal unlimited scale. And the seven 
species of the Octave are regarded by Aristoxenus as 
a scheme of the same abstract order. They represent 
the earlier teaching on which he had improved. He 
condemned that teaching for its want of generality, 
because it was confined to the compass of the Octave 
and to the Enharmonic genus, and also because it 
rested on no principles that would necessarily limit 
the species of the Octave to seven. On the other hand 
the diagrams of the earlier musicians were unscientific, 
in the opinion of Aristoxenus, on the ground that they 
divided the scale into a succession of quarter-tones. 
Such a division, he urged, is impossible in practice and 
musically wrong (éxpedés). All this goes to show that 
the earlier treatment of Systems, including the seven 
Species, had the same theoretical character as his own 
exposition. The only System which he recognises~ 
for practical purposes is the old standard octave, 
from Hypaté to Nété: and that System, with the 
enlargements which turned it into the Perfect System, 
_ kept its ground with all writers of the Aristoxenean 
school. 

Even in the accounts of the pseudo-Euclid and the 
later writers, who treat of the Species of the Octave 
under the names of the Keys, there is much to show 
that the species existed chiefly or wholly in musical 
theory. The seven species of the Octave are given 
along with the three species of the Fourth and the 
four species’of the Fifth, neither of which appear to 
have had any practical application. Another indication 
of this may be seen in the seventh or Hypo-dorian 
species, which was also called Locrian and Common 
(ps. Eucl. p. 16 Meib.). Why should this species have "' 
,more than one name? In the Perfect System it is 
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singular in being exemplified by two different octaves, 
viz. that from Proslambanomenos to Mesé, and that 
from Mesé to Nété Hyperbolaién. Now we have seen 
that the higher the octave which represents a species, 
the lower the key of the same name. In this case, 
then, the upper of the two octaves answers to the 
Hypo-dorian key, and the lower to the Locrian. But if 
the species has its two names from these two keys, 
it follows that the names of the species are derived 
from the keys. The fact that the Hypo-dorian or 
Locrian species was also called Common is a further 
argument to the same purpose. It was doubtless 
‘common’ in the sense that it characterised the two 
octaves which made up the Perfect System. Thus the 
Perfect System was recognised as the really important 
scale. 

Another consideration, which has been overlooked 
by Westphal and those who follow him, is the differ- 
ence between the species of the Octave in the several 
genera, especially the difference between the Diatonic 
and the Enharmonic. This is not felt as a difficulty 
with all the species. Thus the so-called Dorian octave 
e-eis in the Enharmonic genus e e*fa ὦ δὲς e, a scale 
which may be regarded as the Diatonic with g and d 
omitted, and the semitones divided. But the Phrygian 
d - d cannot pass in any such way into the Enharmonic 
Phrygian c e e*f a ὦ b*c, which answers rather to the 
Diatonic scale of the species c-—c (the Lydian). The 
scholars who connect the ancient Modes with the 
species generally confine themselves to octaves of the 
Diatonic genus. In this they are supported by later 
Greek writers—notably, as we shall see, by Ptolemy— 
and by the analogy of the mediaeval Modes or Tones. 
But on the other side we have the repeated complaints 
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of Aristoxenus that the earlier theorists confined them- 
selves to Enharmonic octave scales. We have also the 
circumstance that the writer or compiler of the pseudo- 
Euclidean treatise, who is our earliest authority for 
the names of the species, gives these names for the 
Enharmonic genus only. Here, once more, we feel 
the difference between theory and practice. To 
a theorist there is no great difficulty in the terms 
Diatonic Phrygian and Enharmonic Phrygian meaning 
essentially different things. But the ‘Phrygian Mode’ 
in practical music must have been a tolerably definite 
musical form. 


§ 25. Lhe Ethos of Music. 


From Plato and Aristotle we have learned some 
elements of what may be called the gamut of sensi- 
bility. Between the higher keys which in Greece, as in 
Oriental countries generally, were the familiar vehicle of 
passion, especially of the passion of grief, and the lower 
keys which were regarded, by Plato at least, as the 
natural language of ease and license, there were keys 
expressive of calm and balanced states of mind, free 
from the violent extremes of pain and pleasure. In 
some later writers on music we find this classification 
reduced to a more regular form, and clothed in technical 
language. We find also, what is still more to our 
purpose, an attempt to define more precisely the musical 
forms which answered to the several states of temper or 
emotion. 

Among the writers in question the most instructive 
is Aristides Quintilianus. He discusses the subject of 
musical ethos under the first of the usual seven heads, 
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that which deals with sounds or notes (περὶ φθόγγων). 
Among the distinctions to be drawn in regard to notes 
he reckons that of ethos: the ethos of notes, he says, 
is different as they are higher or lower, and also as 
they are in the place of a Parhypaté or in the place 
of a Lichanos (p. 13 Meib. ἕτερα yap ἤθη τοῖς ὀξυτέροις, 
ἕτερα τοῖς βαρυτέροις ἐπιτρέχει, καὶ ἕτερα μὲν παρυπατο- 
εἰδέσιν, ἕτερα δὲ λιχανοειδέσιν). Again, under the seventh 
head, that of μελοποιΐα or composition, he treats of the 
‘regions of the voice’ (τόποι τῆς φωνῆς). There are three 
kinds of composition, he tells us (p. 28), viz. that which 
is akin to Hypaté (ὑπατοειδής), that which is akin to Mesé 
(μεσοειδής), and that which is akin to Nété (νητοειδής). 
The first part of the art of composition is the choice 
(λῆψις) which the musician is able to make of the 
region of the voice to be employed (λῆψις μὲν δι᾿ ἧς 
εὑρίσκειν τῷ μουσικῷ περιγίγνεται ἀπὸ ποίου τῆς φωνῆς τὸ 
σύστημα τόπου ποιητέον, πότερον ὑπατοειδοῦς ἢ τῶν λοιπῶν 
twos). He then proceeds to connect these regions, 
or different parts of the musical scale, with different 
branches of lyrical poetry. ‘There are three styles of 
musical composition (τρόποι τῆς μελοποιίας), viz. the 
Nomic, the Dithyrambic, and the Tragic; and of these 
the Nomic is netoid, the Dithyrambic is mesoid, and 
the Tragic is hypatoid..... They are called styles 
(τρόποι) because according to the melody adopted they 
express the ethos of the mind. Thus it happens that 
composition (μελοποιία) may differ in genus, as Enhar- 
monic, Chromatic: in System, as Hypatoid, Mesoid, 
Netoid: in sey, as Dorian, Phrygian: in style, as Nomic, 
Dithyrambic: in ethos, as we call one kind of composition 
“contracting” (συσταλτική), viz. that by which we move 
painful feelings ; another “expanding” (διασταλτική), that 
by which we arouse the spirit (θυμός); and another 
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“middle” (μέση), that by which we bring round the soul 
o calmness.’ 

This passage does not quite explicitly connect the 
three kinds of ethos—the diastaltic, the systaltic, the 
intermediate—with the three regions of the voice; 


_ «but the connexion was evidently implied, and is laid 
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.. down in express terms in the pseudo-Euclidean /utro- 


ductio (p. 21 Meib.). According to this Aristoxenean 
writer, ‘the diastaltic ethos of musical composition is 
that which expresses grandeur and manly elevation of 
soul (μεγαλοπρέπεια καὶ δίαρμα ψυχῆς ἀνδρῶδες), and 
heroic actions ; and these are employed by tragedy and 
all poetry that approaches the tragic type. The systaltic - 
ethos is that by which the soul is brought down into 
a humble and unmanly frame; and such a disposition will 
be fitting for amatory effusions and dirges and lamenta- 
tions and the like. And the hesychastic or tranquilly dis- 
posed ethos (ἡσυχαστικὸν ἦθος) of musical composition is 
that which is followed by calmness of soul and a liberal 
and peaceful disposition : and this temper will fit hymns, 
paeans, laudations, didactic poetry and the like.’ It 
appears then that difference in the ‘place’ (τόπος) of the 
notes employed in a composition—difference, that 15 to 
say, of pitch—was the element which chiefly determined 
its ethos, and (by consequence) which distinguished 
the music appropriate to the several kinds of lyrical 
poetry. 

A slightly different version of this piece of theory is 
preserved in the anonymous treatise edited by Beller- 
mann (§§ 63, 64), where the ‘regions of the voice’ are 
said to be four in number, viz. the three already men- 
tioned, and a fourth which takes its name from the 
tetrachord Hyperbolai6n (τόπος ὑπερβολοειδής). In the 
same passage the boundaries of the several rePions 
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are laid down by reference to the keys. ‘The lowest 
or hypatoid region reaches from the Hypo-dorian 
Hypaté Mesén to the Dorian Mesé; the intermediate 
or mesoid region from the Phrygian Hypaté Meso6n 
to the Lydian Mesé; the netoid region from the 
Lydian Mesé to the Nété Synemmenén; the hyper- 
boloid region embracing all above the last point.’ 
The text of this passage is uncertain; but the general 
character of the τόποι or regions of the voice is clearly 
enough indicated. 

The three regions are mentioned in the catechism of 
Bacchius (p. τσ Meib.): τόπους (MSS. τρόπους) δὲ τῆς 
φωνῆς πόσους λέγομεν εἶναι; τρεῖς. τίνας ; τούτους" ὀξύν, 
μέσον, βαρύν. The varieties of ethos also appear (p. 14 
Meib.): ἡ δὲ μεταβολὴ κατὰ ἦθος ; ὅταν ἐκ ταπεινοῦ εἰς 
μεγαλοπρεπές" ἣ ἐξ ἡσύχου καὶ σύννου εἰς παρακεκινηκός. 
‘What is change of ethos ? when a change is made from 
the humble to the magnificent; or from the tranquil 
and sober to violent emotion.’ 

When we compare the doctrine of musical ethos as 
we find it in these later writers with the indications 
to be gathered from Plato and Aristotle, the chief 
difference appears to be that we no longer hear of 
the ethos of particular modes, but only of that of three or 
(at the most) four portions of the scale. The principle 
of the division, it is evident, is simply difference of 
pitch. But if that was the basis of the ethical effect 
of music in later times, the circumstance goes far to 
_ confirm us in the conclusion that it was the pitch of 
the music, rather than any difference in the succession 
of the intervals, that principally determined the ethical 
character of the older modes. 
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ὃ 26. Zhe Ethos of the Genera and Species. 


Although the pitch of a musical composition—as 
these passages confirm us in believing—was the chief 
ground of its ethical character, it cannot be said that no 
other element entered into the case. 

In the passage quoted above from Aristides Quin- 
tilianus (p. 13 Meib.) it is said that ethos depends first 
on pitch (ἕτερα ἤθη τοῖς ὀξυτέροις, ἕτερα τοῖς Bapuvrépois), 
and secondly on the moveable notes, that is to say, on 
the genus. For that is evidently involved in the words 
that follow: καὶ ἕτερα μὲν παρυπατοειδέσιν, ἕτερα δὲ 
λιχανοειδέσιν. By παρυπατοειδεῖς and λιχανοειδεῖς he 
means all the moveable notes (φθόγγοι φερόμενοι) : the 
first are those which hold the place of Parhypaté in 
their tetrachord, viz. the notes called Parhypaté or 
Trité: the second are similarly the notes called Lichanos 
or Paranété. These moveable notes, then, give an ethos 
‘ to the music because they determine the genus of the 
scale. Regarding the particular ethos belonging to the 
different genera, there is a statement of the same author 
(p. 111) to the effect that the Diatonic is masculine and 
austere (ἀρρενωπὸν δ᾽ ἐστὶ καὶ αὐστηρότερον), the Chro- 
᾿ matic sweet and plaintive (ἥδιστόν τε καὶ γοερόν), the 
Enharmonic stirring and pleasing (διεγερτικὸν δ᾽ ἐστὶ 
τοῦτο καὶ ἤπιον). The criticism doubtless came from 
some earlier source. 

Do we ever find ethos attributed to this or that sfectes 
of the Octave? I can find no passage in which this 
source of ethos is indicated. Even Ptolemy, who is the 
chief authority (as we shall see) for the value of the 
species, and who makes least of mere difference of 
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pitch, recognises only two forms of modulation in the 
course of a melody, viz. change of genus and change of 
pitch}, 


§27. Zhe Musical Notatton. 


As the preceding argument turns very much upon 
the practical importance of the scale which we have 
been discussing, first as the single octave from the 
original Hypaté to Nété, then in its enlarged form as 
the Perfect System, it may be worth while to show 
that some such scale is implied in the history of the 
Greek musical notation. . 

The use of written characters (σημεῖα) to represent 
the sounds of music appears to date from a com- 
paratively early period in Greece. In the time of 
Aristoxenus the art of writing down a melody (zapa- 
σημαντική) had come to be considered by some persons 
identical with the science of music (ἁρμονική),--- Δ error 
which Aristoxenus is at some pains to refute. It is 
true that the authorities from whom we derive our 
knowledge of the Greek notation are post-classical. 
But the characters themselves, as we shall presently 
see, furnish sufficient evidence of their antiquity. 

The Greek musical notation is curiously complicated. 


1 Ptol. Harm. ii.6. After drawing a distinction between difference of key 
as affecting the whole of a melody or piece of music and as a means of 
change in the course of it—the distinction, in short, between transposition 
and modulation proper—he says of the latter: αὕτη δὲ ὥσπερ ἐκπίπτειν αὐτὴν 
(sc. τὴν αἴσθησιν) ποιεῖ τοῦ συνήθους καὶ προσδοκωμένον μέλους, ὅταν ἐπὶ πλέον 
μὲν συνείρηται τὸ ἀκόλουθον, μεταβαίνῃ δέ πῃ πρὸς ἕτερον εἶδος, ἤτοι κατὰ τὸ 
γένος 4 κατὰ τὴν τάσιν. That is to say, the sense of change is produced 
by a change of genus or of pitch. A change of speces is not suggested. So 
Dionys. Hal. De Comp. Verb. c. 19 of δέ γε διθυραμβοποιοὶ καὶ τοὺς τρόπους 
(keys) μετέβαλλον, Δωρικούς τε καὶ Φρυγίους καὶ Avdious ἐν τῷ αὐτῷ ἄσματι 
ποιοῦντες" καὶ τὰς μελῳδίας ἐξήλλαττον, τοτὲ μὲν ἐναρμονίυυς πυιοῦντες, K.T.A, 
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There is a double set of characters, one for the note 
assigned to the singer, the other for those of the lyre 
or other instrument. The notes for the voice are 
obviously derived from the letters of the ordinary Ionic 
alphabet, multiplied by the use of accents and other 
diacritical marks. The instrumental notes were first 
explained less than thirty years ago by Westphal. In 
his work Harmonik und Melopéte der Griechen (c. vii 
Die Semanttk) he showed, in a manner as conclusive as 
it is ingenious, that they were originally taken from the 
first fourteen letters of an alphabet of archaic type, akin 
to the alphabets found in certain parts of Peloponnesus. 
Among the letters which he traces, and which point to 
this conclusion, the most significant are the digamma, 
the primitive crooked iota 4, and two forms of lambda, 
«and F, the latter of which is peculiar to the alphabet 
of Argos. Of the other characters M, which stands for 
alpha, is best derived from the archaic form ΧΙ. For 
beta we find C, which may come from an archaic form 
of the letter’. The character 9, as Westphal shows, is 
for 7, or delta with part of one side left out. Similarly 
the ancient ©, when.the circle was incomplete, yielded 
the character Cc. The crooked iota (4) appears as h. 
The two forms of lambda serve for different notes, thus 
bringing the number of symbols up to fifteen. Besides 
these there are two characters, o and €, which cannot 


1 Since this was written I have learned from Mr. H. S. Jones that the 
form E for beta occurs on an inscription dated about 500 B.c , viz. Count 
Tyszkiewicz’s bronze plate, published simultaneously by Robert in the 
Monumenti Anticht pubblicati per cura della reale Accademia dei Lincet, i. 
pp. 593 ff. (with plate), and Fréhner in the Revue Archeologique, 1891 
July-August, pp. 51 ff. Pl. xix. Mr. Jones points out that this E connects 
the crescent beta (C) of Naxos, Delos, &c. with the common form, and is 
evidently therefore an early form of the letter. 

I take this opportunity of thanking Mr. Jones for other help, especially in 
regard to the subject of this section. 
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be derived in the same way from any alphabet. As 
they stand for the lowest notes of the scale, they are 
probably an addition, later than the rest of the system. 
At the upper end, again, the scale is extended by the 
simple device of using the same characters for notes an 
octave higher, distinguishing them in this use by an 
accent. The original fifteen characters, with the letters 
from which they are derived, and the corresponding 
notes in the modern musical scale, are as follows: 


Hh EFF A FCKA< ON Z”™M 
ἢ ες Ny p Εθ κ ὃ λ:βν € a 
α. ὃ αε ἃ ὁ ἢ αὶ α ὁ ες ἃ ὁ Υ 9 α 


These notes, it will be seen, compose two octaves of 
the Diatonic scale, identical with the two octaves of © 
the Greater Perfect System. They may be regarded 
as answering to the white notes of the modern key- 
board,—those which form the complete scale in the 
so-called ‘natural’ key. 

The other notes, viz. those which are required not 
only in different keys of the Diatonic scale, but also in 
all Enharmonic and Chromatic scales, are represented 
by the same characters modified in some simple way. 
Usually a character is turned half round backwards to 
raise it by one small interval (as from Hypaté to Par- 
hypaté), and reversed to raise it by both (Hypaté to 
Lichanos). Thus the letter epsilon, E, stands for our 
c¢: and accordingly W (E ἀνεστραμμένον or ὕπτιον) 
stands for c¥, and 3 (E dmeorpappévov) for cH. The 
Enharmonic scale c—c*-cf#-f is therefore written 
E ul a Δ΄, the two modifications of the letter E repre- 
senting the two ‘moveable’ notes of the tetrachord. 
Similarly we have the triads HOA, Κα 4, Fu, 
KRZACUI,KYy, <V>,CUD. As some letters 
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do not admit of this kind of differentiation, other 
methods are employed. Thus A is made to yield the 
forms ΠῚ (for 7) Δ: from H (or Ε) are obtained the 
forms H and A: and from Z (or 1) the forms A and A. 
The modifications of N are / and \: those of © are 
“7 and \. 

The method of writing a Chromatic tetrachord is the 
same, except that the higher of the two moveable notes 
is marked by a bar or accent. Thus the tetrachord 
cet df is written E w a’ Λ΄. 

In the Diatonic genus we should have expected that 
the original characters would have been used for the 
tetrachords bc de and ef ga; and that in other tetra- 
chords the second note, being a semitone above the 
first, would have been represented by a reversed letter 
(γράμμα ἀπεστραμμένον). In fact, however, the Diatonic . 
Parhypaté and Trité are written with the same character 
as the Enharmonic. That is to say, the tetrachord 
6bcdeis notwritten HEFT, but HLF: anddeafg 
is notk4MF, butk4/F. 

Let us now consider how this scheme of symbols is 
related to the Systems already described and the Keys 
in which those Systems may be set (τόνοι ἐφ᾽ ὧν τιθέ- 
μενα τὰ συστήματα μελῳδεῖτα!). 

The fifteen characters, it has been noticed, form two 
diatonic octaves. It will appear on a little further 
examination that the scheme must have been con- 
structed with a view to these two octaves. The 
successive notes are not expressed by the letters of the 
alphabet in their usual order (as is done in the case of 
the vocal notes). The highest note is represented by 
the first letter, A: and then the remaining fourteen 
notes are taken in pairs, each with its octave: and each 
of the pairs of notes is represented by two successive 
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letters—the two forms of lambda counting as one such 
pair of letters. Thus: 


The higher and lower e are denoted by 8 and y 


3) 3) ᾽} ζ ᾽ 3) δ ᾽ ε 
3) } } & 3) 3) F ” | ¢ 
” ” ” a }} ” n 3) θ 
3) ᾽) 3) b ” ” ί }} Κ 
3) ᾽ν) ” a ” 3) r} ” r? 
3) ” a” 7 3) ᾽) μ ) v 


On this plan the alphabetical order of the letters serves 
as a series of links connecting the highest and lowest 
notes of every one of the seven octaves that can be 
taken on the scale. It is evident that the scheme 
cannot have grown up by degrees, but is the work of 
an inventor who contrived it for the practical require- 
ments of the music of his time. 

Two questions now arise, which it is impossible to 
separate. What is the scale or System for which the 
notation was originally devised? And how and when 
was the notation adapted to exhibit the several keys in 
which any such System might be set ? 

The enquiry must start from the remarkable fact that 
the two octaves represented by the fifteen original 
letters are in the Hyfo-lydian key—the key which 
down to the time of Aristoxenus was called the Hypo- 
dorian. Are we to suppose that the scheme was devised 
in the first instance for that key only? This assumption 
forms the basis of the ingenious and elaborate theory 
by which M. Gevaert explains the development of the 
notation (Musique de l’ Antiquité, t. 1. pp. 244 ff.). It 15 
open to the obvious objection that the Hypo-lydian 
(or Hypo-dorian) cannot have been the oldest key. 
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M. Gevaert meets this difficulty by supposing that the 
original scale was in the Dorian key, and that subse- 
quently, from some cause the nature of which we cannot 
guess, a change of pitch took place by which the Dorian 
scale became a semitone higher. It is perhaps simpler 
to conjecture that the original Dorian became split up, 
so to speak, into two keys by difference of local usage, 
and that the lower of the two came to be called 
Hypo-dorian, but kept the original notation. A more 
serious difficulty is raised by the high antiquity which 
M. Gevaert assigns to the Perfect System. He sup- 
poses that the inventor of the notation made use of an 
instrument (the magadis) which ‘magadised’ or repeated 
the notes an octave higher. But this would give us 
a repetition of the primitive octave 6-- 6, rather than an 
enlargement by the addition of tetrachords at both ends. 

M. Gevaert regards the adaptation of the scheme to 
the other keys as the result of a gradual process of 
extension. Here we may distinguish between the 
recourse to the modified characters—which served 
essentially the same purpose as the ‘sharps’ and ‘flats’ 
in the signature of a modern key—and the. additional 
notes obtained either by means of new characters (a 
and €), or by the use of accents ('1’, &c.). The Hypo- 
dorian and Hypo-phrygian, which employ the new 
characters o and €, are known to be comparatively 
recent. The Phrygian and Lydian, it is true, employ 
the accented notes; but they do so only in the highest 
tetrachord (Hyperbolaién), which may not have been 
originally used in these high keys. The modified 
characters doubtless belong to an earlier period. They 
are needed for the three oldest keys—Dorian, Phrygian, 
Lydian—and also for the Enharmonic and Chromatic 
genera. If they are not part of the original scheme, 
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the musician who devised them may fairly be counted 
as the second inventor of the instrumental notation. 

In setting out the scales of the several keys it will 
be unnecessary to give more than the standing notes 
(φθόγγοι ἑστῶτες), which are nearly all represented by 
original or unmodified letters—the moveable notes being 
represented by the modified forms described above. 
The following list includes the standing notes, viz. 
Proslambanomenos, Hypaté Hypatén, Hypaté Meson, 
Mesé, Paramesé, Nété Diezeugmenén and Nété Hyper- 
bolaién in the seven oldest keys: the two lowest are 
marked as doubtful :— 


5 g 4 
So Cote 2 & ZA Ad 
Mixo-lydian 4h > > N A = eb- eD 
Lydian ...kF F ¢C < C ”™ =d-d 
Phrygian E F F ἢ < Z =c-c¢ 
Dorian A E KF > Π N N=O0-bD 
Hypo-lydian .H ἢ F C Καὶ CC W=ea-aea 
[Hypo-phrygian H F F C < Z=g -g] 
{ Hypo-dorian EF F AW N=Sf -J] 


It will be evident that this scheme of notation tallies 
fairly well with what we know of the compass of Greek 
instruments about the.end of the fifth century, and also 
with the account which Aristoxenus gives of the keys 
in use up to his time. We need only refer to what has 
been said above on p. 17 and p. 37. 

It would be beyond the scope of this essay to discuss 
the date of the Greek musical notation. A few remarks, 
however, may be made, especially with reference to the 
high antiquity assigned to it by Westphal. 

The alphabet from which it was ¢-rived was certainly 
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an archaic one. It contained several characters, in 
particular F for digamma, 4 for iota, and F for lambda, 
which belong to the period before the introduction of 
the Ionian alphabet. Indeed if we were to judge from 
these letters alone we should be led to assign the 
instrumental notation (as Westphal does) to the time of 
Solon. The three-stroke iota (4), in particular, does 
not occur in any alphabet later than the sixth century 
B.c. On the other hand, when we find that the notation 
implies the use of a musical System in advance of any 
scale recognised in Aristotle, or even in Aristoxenus, 
such a date becomes incredible. We can only suppose 
either (1) that the use of 4 in the fifth century was 
confined to localities of which we have no complete 
epigraphic record, or (2) that ᾿ as a form of iota was 
still known—as archaic forms must have been—from 
the older public inscriptions, and was adopted by the 
inventor of the notation as being better suited to his 
purpose than Ι. 

With regard to the place of origin of the notation 
the chief fact which we have to deal with is the use 
of the character F for lambda, which is distinctive of the 
alphabet of Argos, along with the commoner form <. 
Westphal indeed asserts that both these forms are 
found in the Argive alphabet. But the inscription 
(C. I. 1) which he quotes! for < really contains only F 
in a slightly different form. We cannot therefore say 
that the inventor of the notation derived it entirely 
from the alphabet of Argos, but only that he shows an 
acquaintance with that alphabet. This is confirmed by 
the fact that the form 4 for iota is not found at Argos. 
Probably therefore the inventor drew upon more than 


1 Harmonth und Melopéie, p. 286 (ed. 1863). The true form of the letter is 
given by Mr. Roberts, Greek Epigraphy, p. 109. . 
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one alphabet for his purpose, the Argive alphabet 
being one. 

The special fitness of the notation for the scales of 
the Enharmonic genus may be regarded as a further 
indication of its date. We shall see presently that that 
genus held a peculiar predominance in the earliest 
period of musical theory—that, namely, which was 
brought to an end by Aristoxenus. 

If the author of the notation—or the second author, 
inventor of the modified characters—was one of the 
musicians whose names have come down to us, it would 
be difficult to find a more probable one than that of 
Pronomus of Thebes. One of the most striking features 
of the notation, at the time when it was framed, must 
have been the adjustment of the keys. Even in the time 
of Aristoxenus, as we know from the passage so often 
quoted, that adjustment was not universal. But it is 
precisely what Pronomus of Thebes is said to have 
done for the music of the flute (supra, p. 38). The 
circumstance that the system was only used for instru- 
mental music is at least in harmony with this conjecture. 
If it is thought that Thebes is too far from Argos, we 
may fall back upon the notice that Sacadas of Argos 
was the chief composer for the flute before the time of 
Pronomus}!, and doubtless Argos was one of the’ first 
cities to share in the advance which Pronomus made in 
the technique of his art. 


§ 28. Traces of the Species in the Notation. 


Before leaving this part of the subject it will be well 
to notice the attempt which Westphal makes to connect 


1 Pausanias (iv. 27, 4) says of the founding of Messene: εἰργάζοντο δὲ καὶ 
ὑπὸ μουσικῆς ἄλλης μὲν οὐδεμιᾶς, αὐλῶν δὲ Βοιωτίων καὶ ᾿Αργείων τά τε Σακάδα 
καὶ Προνόμου μέλη τότε δὴ προήχθη μάλιστα εἰς ἅμιλλαν. 
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the species of the Octave with the form of the musical 
notation. 

The basis of the notation, as has been explained 
(p. 69), is formed by two Diatonic octaves, denoted by 
the letters of the alphabet from a to », as follows: 


nterAdypF Ow &E2XA Bw ὁ α 
abcdefgabcecdefga 
In this scale, as has been pointed out (p. 71), the 
notes which are at the distance of an octave from each 


other are always expressed by two successive letters 
of the alphabet. Thus we find— 


8 -- is the octave 6 -- 6, the Dorian species. 


d-€ » », €-—€, the Lydian species. 
F-¢ , 4, g-g,the Hypo-phrygian species. 
7-96 ,» , 54-αἀι,ἴεὲ Hypo-dorian species. 


Westphal adopts the theory of Boeckh (as to which 
see p. 11) that the Hypo-phrygian and Hypo-dorian 
species answered to the ancient Ionian and Aeolian 
modes. On this assumption he argues that the order 
of the pairs of letters representing the species agrees 
with the order of the Modes in the historical develop- 
ment of Greek music. For the priority of Dorian, 
Ionian, and Aeolian he appeals to the authority of 
Heraclides Ponticus, quoted above (p. 9). The Lydian, 
he supposes, was interposed in the second place on 
account of its importance in education,—recognised, as 
we have seen, by Aristotle in the Polttes (vill. 7 ad fin.). 
Hence he regards the notation as confirming his theory 
of the nature and history of the Modes. 

The weakness of this reasoning is manifold. Granting 
that the Hypo-dorian and Hypo-phrygian answer to the 
old Aeolian and Ionian respectively, we have to ask 
what is the nature of the priority which Heraclides 
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Ponticus claims for his three modes, and what is the 
value of his testimony. What he says is, in substance, 
that these are the only kinds of music that are truly 
Hellenic, and worthy of the name of modes (ἁρμονίαι). 
It can hardly be thought that this is a criticism likely 
to have weighed with the inventor of the notation. 
But if it did, why did he give an equally prominent 
place to Lydian, one of the modes which Heraclides 
condemned? In fact, the introduction of Lydian goes 
far to show that the coincidence—such as it is—with 
the views of Heraclides is mere accident. Apart, 
however, from these difficulties, there are at least two 
considerations which seem fatal to Westphal’s theory: 

1. The notation, so far as the original two octaves are 
concerned, must have been devised and worked out at 
some one time. No part of these two octaves can have 
been completed before the rest. Hence the order in 
which the letters are taken for the several notes has no 
historical importance. 

2. The notation does not represent only the spectes 
of a scale, that 1s to say, the relative pitch of the notes 
which compose it, but it represents also the absolute 
pitch of each note. Thus the octavés which are defined 
by the successive pairs of letters, 8 -- γ, ὃ -- ε, and the 
rest, are octaves of definite notes. If they were framed 
with a view to the ancient modes, as Westphal thinks, 
they must be the actual scales employed in these modes. 
If so, the modes followed each other, in respect of pitch, 
in an order exactly the reverse of the order observed 
in the keys. It need hardly be said that this is quite 
impossible. 


a) 
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§ 29. Ptolemy's Scheme of Modes. 


The first writer who takes the Species of the Octave 
as the basis of the musical scales is the mathematician 
Claudius Ptolemaeus (fl. 140-160 a.p.). In his Har- 
monics he virtually sets aside the scheme of keys 
elaborated by Aristoxenus and his school, and adopts 
in their place a system of scales answering in their 
main features to the mediaeval Tones or Modes. The 
object of difference of key, he says, is not that the 
music as a whole may be of a higher or lower pitch, 
but that a melody may be brought within a certain 
compass. For this purpose it is necessary to vary the 
succession of intervals (as a modern musician does 
by changing the signature of the clef). If, for example, 
we take the Perfect System (σύστημα ἀμετάβολον) in the 
key of ὦ minor—which is its natural key,—and trans- 
pose it to the key of d minor, we do so, according to 
Ptolemy, not in order to raise the general pitch of our 
music by a Fourth, but because we wish to have a scale 
with ὁ flat instead of ὁ natural. The flattening of this 
note, however, means that the two octaves change their 
species. They are now of the species e-e. ; Thus, 
instead of transposing the Perfect System into different 
keys, we arrive more directly at the desired result by 
changing the species of its octaves. And as there are 
seven possible species of the Octave, we obtain seven 
different Systems or scales. From these assumptions 
it follows, as Ptolemy shows in some detail, that any 
greater number of keys is useless. If a key is an 
octave higher than another, it is superfluous because 
it gives uS a mere repetition of the same intervals’. 


1 Harm, ii. 8 of δὲ ὑπερεκπίπτοντες τοῦ διὰ πασῶν τοὺς ἀπ᾽ αὐτοῦ τοῦ διὰ 
πασῶν ἀπωτέρω παρελκόντως ὑποτίθενται, τοὺς αὐτοὺς ἀεὶ γινομένους τοῖς προει- 
λημμένοις. 
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If we interpose a key between (64. 9.) the Hypo-dorian 
and the Hypo-phrygian, it must give us over again 
either the Hypo-dorian or the Hypo-phrygian scale’. 
Thus the fifteen keys of the Aristoxeneans are reduced 
to seven, and these seven are not transpositions of 
a single scale, but are all of the same pitch. See the 
table at the end of the book. 

With this scheme of Keys Ptolemy combined a new 
method of naming the individual notes. The old 
method, by which a note was named from its relative 
place in the Perfect System, must evidently have 
become inconvenient. The Lydian Mesé, for example, 
was two tones higher than the Dorian Mesé, because 
the Lydian scale as a whole was two tones higher than 
the Dorian. But when the two scales were reduced to 
the same compass, the old Lydian Mesé was no longer 
in the middle of the scale, and the name ceased to have 
a meaning. It 1s as though the term ‘dominant’ when 
applied to a Minor key were made to mean the domi- 
nant of the relative Major key. On Ptolemy’s method 
the notes of each scale were named from their places in 
it. The old names were used, Proslambanomenos for 
the lowest, Hypaté Hypaton for the next, and so on, 
but without regard to the intervals between the notes. 
Thus there were two methods of naming, that which 
had been in use hitherto, termed ‘ nomenclature accord- 
ing to value’ (ὀνομασία κατὰ δύναμιν), and the new 
method of naming from the various scales, termed 
‘nomenclature according to position’ (ὀνομασία κατὰ 
θέσιν. The former was in effect a retention of the 
Perfect System and the Keys: the latter put in their 
place a scheme of seven different standard Systems. 


1 Harm. ii. 11 ὥστε μηδ᾽ ἂν ἕτερον ἔτι δόξαι τῷ εἴδει τὸν “τόνον παρὰ τὸν 
πρότερον, ἀλλ᾽ ὑποδώριον πάλιν, ἢ τὸν αὐτὸν ὑποφρύγιον, ὀῤυφωνότερόν τινος 
ἢ βαρυφωνότερον μόνον. 
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In illustration of his theory Ptolemy gives tables 
showing in numbers the intervals of the octaves used 
in the different keys and genera. He shows two 
octaves in each key, viz. that from Hypaté Meson (xara 
θέσιν) to Nété Diezeugmenén (called the octave ἀπὸ 
νήτης), and that from Proslambanomenos to Mesé (the 
“octave ἀπὸ μέσης). As he also gives the divisions of 
five different ‘colours’ or varieties of genus, the whole 
number of octaves is no less than seventy. 

Ptolemy does not exclude difference of pitch alto- 
gether. The whole instrument, he says, may be tuned 
higher or lower at pleasure’. Thus the pitch is treated 
by him as modern notation treats the fempo, viz. as 
something which is not absolutely given, but has to be 
supplied by the individual performer. 

Although the language of Ptolemy’s exposition is 
studiously impersonal, it may be gathered that his 
reduction of the number of keys from fifteen to seven 
was an Innovation proposed by himself?. If this is so, 
the rest of the scheme,—the elimination of the element of 
pitch, and the ‘nomenclature by position,’—must also be © 
due to him. Here, however, we find ourselves at issue 
with Westphal and those who agree with him on the 
main question of the Modes. According to Westphal the 
nomenclature by position is mentioned by Aristoxenus, 
and is implied in at least one important passage of the 
Aristotelian Problems. We have now to examine the 
evidence which he adduces to support his contention. 

1 Harm. ii. ἡ πρὸς τὴν τοιαύτην διαφορὰν ἡ τῶν ὀργάνων ὅλων ἐπίτασις ἣ πάλιν 
ἄνεσις ἀπαρκεῖ, 

3 This may be traced in the occasionally controversial tone; as Harm. ii. 7 
of μὲν én’ ἔλαττον τοῦ διὰ πασῶν φθάσαντες, of δ᾽ ἐπ᾽ αὐτὸ μόνον, of δὲ ἐπὶ τὸ 
μεῖζον τούτον, προκοπήν τινα σχεδὸν τοιαύτην ἀεὶ τῶν νεωτέρων παρὰ τοὺς 
παλαιοτέρους θηρωμένων, ἀνοίκειον τῆς περὶ τὸ ἡρμοσμένον φύσεώς τε καὶ ἀπο- 


καταστάσεως" JF μόνῃ περαίνειν ἀναγκαῖόν ἔστι τὴν τῶν ἐσομένων ἄκρων τόνων 
διάστασιν. We may compare c¢. II. 
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§ 30. Nomenclature by Position. 


Two passages of Aristoxenus are quoted by Westphal 
in support of his contention. The first (p.6 Merb.) is one 
in which Aristoxenus announces his intention to treat 
of Systems, their number and nature: ‘setting out their 
differences in respect of compass (μέγεθος), and for each 
compass the differences in form and composition and 
position (τάς τε κατὰ σχῆμα καὶ κατὰ σύνθεσιν καὶ κατὰ 
θέσιν), so that no element of melody,—either compass or 
form or composition or position,—may be unexplained.’ 
But the word θέσις, when applied to Systems, does not 
mean the ‘position’ of single notes, but of groups of 
notes. Elsewhere (p. 54 Meib.) he speaks of the position 
of tetrachords towards each other (τὰς τῶν τετραχόρδων 
πρὸς ἄλληλα θέσεις), laying it down that any two tetra- 
chords in the same System must be consonant either 
with each other or with some third tetrachord. The 
other passage quoted by Westphal (p. 69 Meib.) is also 
in the discussion of Systems. Aristoxenus is pointing 
out the necessity of recognising that some elements of 
melodious succession are fixed and limited, others are 
unlimited : 

κατὰ μὲν οὖν τὰ μεγέθη τῶν διαστημάτων καὶ Tas τῶν φθόγγων 
τάσεις ἄπειρά πως φαίνεται εἶναι τὰ περὶ μέλος, κατὰ δὲ τὰς 
δυνάμεις καὶ κατὰ τὰ εἴδη καὶ κατὰ τὰς θέσεις πεπερασμένα τε 
καὶ τεταγμένα. 

‘In the size of the intervals and the pitch of the notes 
the elements of melody seem to be infinite ; but in respect 
of the values (2.6. the relative places of the notes) and in 
respect of the forms (z.¢.the succession of the intervals) and 
in respect of the positions they are limited and settled.’ 


Aristoxenus goes on to illustrate this by supposing that 
we wish to continue a scale downwards from a πυκνόν or 
G 
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pair of small intervals (Chromatic or Enharmonic). In 
this case, as the πυκνόν forms the lower part of a tetra- 
chord, there are two possibilities. If the next lower 
tetrachord is disjunct, the next interval is a tone; if it 
is conjunct, the next interval is the large interval of the 
genus (ἡ μὲν yap κατὰ τόνον εἰς διάζευξιν ἄγει τὸ τοῦ συσ- 
τήματος εἶδος, ἡ δὲ κατὰ θάτερον διάστημα ὅ τι δήποτ᾽ ἔχει 
μέγεθος εἰς συναφήν) Thus the succession of intervals 
is determined by the relative position of the two tetra- 
chords, as to which there is a choice between two defin- 
ite alternatives. This then is evidently what is meant 
by the words xara τὰς Oéceis'. On the other hand the 
θέσις of Ptolemy’s nomenclature is the absolute pitch 
(Harm, 11. 5 ποτὲ μὲν παρ᾽ αὐτὴν τὴν θέσιν, τὸ ὀξύτερον 
ἁπλῶς ἢ βαρύτερον, ὀνομάζομεν), and this is one of the 
elements which according to Aristoxenus are indefinite. 

Westphal also finds the nomenclature by position 
implied in the passage of the Aristotelian Problems 
(xix. 20) which deals with the peculiar relation of the 
Mesé to the rest of the musical scale. The passage has 
already been quoted and discussed (supra, p. 43), and 
it has been pointed out that if the Mesé of the Perfect 
System (μέση κατὰ δύναμιν) is the key-note, the scale 
must have been an octave of the a-species. If octaves 
of other species were used, as Westphal maintains, it 
becomes necessary to take the Mesé of this passage to 
be the μέση κατὰ θέσιν, or Mesé by position. That is, 
Westphal is obliged by his theory of the Modes to take 
the term Mesé in a sense of which there is no other 
trace before the time of Ptolemy. But— 

(1) It is highly improbable that the names of the 
notes—Mesé, Hypaté, Nété and the rest—should have 


" So Bacch. p. 19 Meib. θέσεις δὲ τετραχόρδων οἷς τὸ μέλος dpiferal εἶσιν 
ἑπτά; συναφή, διάζευξις, ὑποδιάζευξις, x.7.A. (See the whole passage). 
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had two distinct meanings. Such an ambiguity would 
have been intolerable, and only to be compared with 
the similar ambiguity which Westphal’s theory implies 
in the use of the terms Dorian, &c. 

(2) If the different species of the octave were the 
practically important scales, as Westphal maintains, the 
position of the notes in these scales must have been 
correspondingly important. Hence the nomenclature 
by position must have been the more usual and familiar 
one. Yet, as we have shown, it is not found in 
Aristotle, Aristoxenus or Euclid—to say nothing of 
later writers. 

(3) The nomenclature by position is an essential part 
of the scheme of Keys proposed by Ptolemy. It bears 
the same relation to Ptolemy’s octaves as the nomen- 
clature by ‘value’ bears to the old standard octave and 
the Perfect System. It was probably therefore devised 
about the time of Ptolemy, if not actually by him. 


§ 31. Scales of the Lyre and Cithara. 


The earliest evidence in practical music of any 
octaves other than those of the standard System is to 
be found in the account given by Ptolemy of certain 
scales employed on the lyre and cithara. According to 
this account the scales of the lyre (the simpler and 
commoner instrument) were of two kinds. One was 
Diatonic, of the ‘colour’ or variety which Ptolemy 
recognises as the prevailing one, viz. the ‘ Middle Soft’ 
or ‘Tonic’ (διάτονον τονιαῖον)ὴ. The other was a ‘ mix- 
ture’ of this Diatonic with the standard Chromatic 
(χρῶμα σύντονον) : that is to say, the octave consisted of 

1 ‘We may think of this as a scale in which the semitones are considerably 
smaller, ἡ. 6. in which c and fare nearly a quarter of a tone flat. 


G2 
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a tetrachord of each genus. These octaves apparently 
might be of any species, according to the key chosen}. 
On the cithara,—which was a more elaborate form of 
lyre, confined in practice to professional musicians,— 
six different octave scales were employed, each of 
a particular species and key. They are enumerated 
and described by Ptolemy in two passages (Harm. 1. 16 
and ii. 16), which in some points serve to correct 
each other?. Of the six scales two are of the Hypo- 


1 Ptol. Harm. ii. 16 περιέχεται δὲ τὰ μὲν ἐν τῇ λύρᾳ καλούμενα στερεὰ τόνον 
τινὸς ὑπὸ τῶν τοῦ τονιαίου διατόνου ἀριθμῶν τοῦ αὐτοῦ τόνου, τὰ δὲ μαλακὰ ὑπὸ 
τῶν ἐν τῷ μίγματι τοῦ μαλακοῦ χρώματος ἀριθμῶν τοῦ αὑτοῦ τόνου. Here τόνον 
τινός evidently means ‘ of any given key,’ and τοῦ αὐτοῦ τόνον ‘ of that key.’ 
There is either no restriction, or none that Ptolemy thought worth mention- 
ing, in the choice of the key and species. 

3 The two passages enumerate the scales in a slightly different manner. 
In i. 16 they are arranged in view of the genus or colour into— 

Pure Middle Soft Diatonic, viz.— 


oreped, of the lyre. 
τρίται . 
ὑπέρτροπα ' of the cithara. 


Mixture of Chromatic, viz.— 


μαλακά, of the lyre. 
τροπικά, of the cithara. 


Mixture of Soft Diatonic, viz.— 
παρυπάται, of the cithara. ΄ 
Mixture of διάτονον σύντονον, νἱΖ.---- 


λύδια 


ἱάστια ἰ of the cithara. 


It is added, however, that in their use of this last ‘mixture’ musicians are 
in the habit of tuning the cithara in the Pythagorean manner, with two 
Major tones and a λεῖμμα (called διάτονον διτονιαῖον). 

In the second passage (ii. 16) the scales of the lyre are given first, then 
those of the cithara with the key of each. The order is the same, except 
that παρυπάται comes before τροπικά (now called τρόποι), and λύδια is placed 
last. The words τὰ δὲ λύδια of τοῦ τονιαίου διατόνον [sc. ἀριθμοὶ περιέχουσι 
τοῦ δωρίον cannot be correct, not merely because they contradict the state- 
ment of the earlier passage that λύδια denoted a mixture with διάτονον 
σύντονον (or in practice διάτονον d:rovaiov), but also because the scales that 
do not admit mixture are placed first in the list in both passages. Hence 
we should doubtless read τὰ δὲ λύδια of (τοῦ μίγματος) τοῦ (5:)romatou διατόνου 
τοῦ Δωρίου. 
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dorian or Common species (a—a). One of these, called 
τρίται, is purely Diatonic of the Middle Soft variety ; 
the intervals expressed by fractions are as follows: 


azbstesdzesfigia 
The other, called τρόποι or τροπικά, is a mixture, Middle 


Soft Diatonic in the upper tetrachord, and Chromatic 
in the lower : 


az¢bsrciichrerftgia 
Two scales are of the Dorian or e-species, viz. παρυ- 
πάται, a combination of Soft and Middle Soft Diatonic: 


ες g¢azbscredie 
and λύδια, in which the upper tetrachord is of the strict 


or ‘highly strung’ Diatonic (διάτονον σύντονον ---- ΟἿΓ 
‘natural’ temperament) : 


euftrgtazbitcsrd ye 

Westphal (Harmonik und Melopéie, 1863, Ρ. 255) supposes a much deeper 
corruption. He would restore τὰ δὲ λύδια [καὶ ἰάστια of τοῦ μίγματος τοῦ 
συντόνου διατόνου τοῦ.... τὰ δὲ .. .] of τοῦ τονιαίου διατόνου τοῦ Δωρίου. This 
introduces a serious discrepancy between+he two passages, as the number 
of scales in the second list is raised to eight (Westphal making ἰάστια and 
ἰαστιαιολιαῖα distinct scales, and furthermore inserting a new scale, of 
unknown name). Moreover the (unknown) scale of unmixed διάτονον 
τονιαῖον is out of its place at the end of the list. Westphal’s objection to 
λύδια as the name of a scale of the Dorian species of course only holds good 
on his theory of the Modes. 

The only other differences between the two passages are : 

(1) In the scales of the lyre called μαλακά the admixture, according to 
i. 16, is one of χρωματικὸν σύντονον, according to ii. 16 of xp. μαλακόν. _ But, 
as Westphal shows, Soft Chromatic is not admitted by Ptolemy as in 
practical use. It would seem that in the second passage the copyist was 
led astray by the word μαλακά just before. 

(2) The ldoria of i. 16 is called ἱἰαστιαιολιαῖα in ii. 16. We need not 
suppose the text to be faulty, since the two forms may have been both in use. 

Another point overlooked in Westphal’s treatment is that διάτονον σύντονον 
and ὃ. διτονιαῖον are not really distinguished by Ptolemy. In one passage 
(i. 16) he gives his λύδια and ἰάστια as a mixture with δ. σύντονον, adding 
that in practice it was δ. διτονιαῖον. In the other (ii. 16) he speaks at once of 
8. διτονιαῖον. This consideration brings the two places into such close agree- 
ment that any hypothesis involving discrepancy is most improbable. 
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In practice it appears that musicians tuned the tetra- 
chord b-e of this scale with the Pythagorean two 
Major tones and λεῖμμα. 

Of the remaining scales one, called ὑπέρτροπα, is 
Phrygian in species (@— α), and of the standard genus: 


dzseufrgtaztbiteryad 


One, called ἰάστια, or ἰαστιαιολιαῖα, is of the Hypo- 
phrygian or g-species, the-tetrachord ὁ -- 6 being 
‘highly strung’ Diatonic or (in practice) Pythagorean, 
VIZ. : 

grapbosisczdsesfig 


Regarding the tonality of these scales there is not 
very much to be said. In the case of the Hypo-dorian 
and Dorian octaves it will be generally thought probable 
that the key-note is ὦ (the μέση κατὰ δύναμιν). If 
so, the difference between the two species is not one of 
‘mode, —in the modern sense,—but consists in the fact 
that in the Hypo-dorian the compass of the melody is 
from the key-note upwards, while in the Dorian it 
extends a Fourth below the key-note. It is possible, 
however, that the lowest note (e) of the Dorian octave 
was sometimes the key-note: in which case the mode 
was properly Dorian. In the Phrygian octave of 
Ptolemy’s description the key-note cannot be the 
Fourth or Mesé κατὰ θέσιν (g), since the interval g-c 
is not consonant (ὃ x § x #4 being less than 4). Possibly 
the lowest note (4) is the key-note ; if so the scale is of 
the Phrygian mode (in the modern sense). In the 
Hypo-phrygian octave there is a similar objection to 
regarding the Mesé xara θέσιν (c) as the key-note, and 
some probability in favour of the lowest note (g). If 
the Pythagorean division of the tetrachord g—-—c¢ were 
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replaced by the natural temperament, which the lan- 

guage used by Ptolemy? leads us to regard as the true 

division, the scale would exhibit the intervals— 
gibsdiftg 

which give the natural chord of the Seventh. This 

however is no more than a hypothesis. 

It evidently follows from all this that Ptolemy’s 
octaves do not constitute a system of modes. They 
are merely the groups of notes, of the compass of an 
octave, which are most likely to be used in the several 
keys, and which Ptolemy or some earlier theorist chose 
to call by the names of those keys. 


§ 32. Rematms of Greek Muste. 


The extant specimens of Greek music are mostly of 
the second century a.p., and therefore nearly contem- 
porary with Ptolemy. The most considerable are the 
melodies of three lyrical pieces or hymns, viz. (1) 
a hymn to Calliope, (2) a hymn to Apollo (or Helios),— 
both ascribed to a certain Dionysius,—and (3) a hymn 
to Nemesis, ascribed to Mesomedes”. Besides these 
there are (4) some short instrumental passages or exer- 
cises given by Bellermann’s Axonymus (pp. 94-06). 
And quite recently the list has been increased by (5) an 


1 Harm. i. τό πλὴν καθόσον ᾷδουσι μὲν ἀκολούθως τῷ δεδειγμένῳ συντόνῳ δια- 
τονικῷ, καθάπερ ἐξέσται σκοπεῖν ἀπὸ τῆς τῶν οἰκείων αὐτοῦ λόγων παραβολῆς, 
ἁρμόζονται δὲ ἕτερόν τι γένος (sc. the Pythagorean), ξυνεγγίζον μὲν ἐκείνῳ, «.7.A. 

3 It seems needless to set out these melodies here. The first satisfactory 
edition of them is that of Bellermann, Die Hymnen des Dionysius und 
Mesomedes (Berlin, 1840). They are given by Westphal in his Musik des 
griechischen Alterthumes (1883), and by Gevaert, Musique de l’Antiquité, 
vol. i. pp. 445 ff.; also in Mr. W. Chappell’s History of Music (London, 1874), 
where the melodies of the first and third hymns will be found harmonised 
by the late Sir George Macfarren. 

The melody published by Kircher (Musurgia, i. Ὁ. 541) as a fragment of 
the first Pythian ode of Pindar has no attestation, and is generally regarded 
as a forgery. 
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inscription discovered by Mr. W. M. Ramsay, which 
gives a musical setting of four short gnomic sentences, 
and (6) a papyrus fragment (now in 1 the collection of 
the Arch-duke Rainer) of the music of a chorus in 
the Orestes of Euripides. These two last additions to 
our scanty stock of Greek music are set out and dis- 
cussed by Dr. Wessely of Vienna and M. Ruelle in the 
Revue des Etudes Grecques (V. 1892, pp. 265-280), also by 
Dr. Otto Crusius in the Philologus, Vol. LII, pp. 160-2001. 

The music of the three hymns is noted in the Lydian 
key (answering to the modern scale with one}). The 
melody of the second hymn is of the compass of an 
octave, the notes being those of the Perfect System 
from Parhypaté Hypatén to Trité Diezeugmenoén (/-/ 
with one D). The first employs the same octave with 
a lower note added, viz. Hypaté Hypatoén (e): the third 
adds the next higher note, Paranété Diezeugmen6n (6). 
Thus the Lydian key may be said, in the case of the 
second hymn, and less exactly in the case of the two 
others, to give the Lydian or c-species of the octave 
in the most convenient part of the scale; just as on 
Ptolemy’s system of Modes we should expect it to do. 

This octave, however, represents merely the compass 
(ambitus or tessitura) of the melody: it has nothing to 
do with its fonality. In the first two hymns, as Beller- 
mann pointed out, the key-note is the Hypaté Mesén; 
and the mode—in the modern sense of that word—is 
that of the octave e—e (the Dorian mode of Helmholtz’s 
theory). Inthe third hymn the key-note appears to be 
the Lichanos Meson, so that the mode is that of g-g, 
viz. the Hypo-phrygian. 

Of the instrumental passages given by the Anonymus 


' Of the discovery made at Delphi, after most of this book was in type, 
I hope to say something in the Appendix. 
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three are clearly in the Hypo-dorian or common mode, 
the Mesé (a) being the key-note. (See Gevaert, 1. 
p. 141.) A fourth (§ 104) also ends on the Mesé, but 
the key-note appears to be the Parhypaté Meson (/). 
Accordingly Westphal and Gevaert assign it to the 
Hypo-lydian species (f-/). In Westphal’s view the 
circumstance of the end of the melody falling, not on 
the key-note, but on the Third or Mediant of the octave, 
was characteristic of the Modes distinguished by the 
prefix syntono-, and accordingly the passage in question 
is pronounced by him to be Syntono-lydian. All those 
passages, however, are mere fragments of two or three 
bars each, and are quoted as examples of certain pecu- 
liarities of rhythm. They can hardly be made to lend 
much support to any theory of the Modes. 

The music of Mr. Ramsay’s inscription labours under 
the same defect of excessive shortness. If, however, 
we regard the four brief sentences as set to a con- 
tinuous melody, we obtain a passage consisting of thirty- 
six notes in all, with a compass of less than an octave, 
and ending on the lowest note of that compass. Unlike 
the other extant specimens of Greek music it is written 
in the Ionian key—a curious fact which has not been 
noticed by Dr. Wessely. 


INSCRIPTION WITH MUSICAL NOTES. 
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τὸ τέ - λς ὁ χρό - νος ἀ = mi - Te. 


The notes which enter into this melody form the 
scale fft-2-a-b-ct-d-e [-/#], which is an octave 
of the Dorian species (e-e on the white notes). Hence 
{7}, on which the melody ends, is the key-note, the 
mode is the Dorian. On the other hand the pre- 
dominant notes are those of the triad a-cf-e, which 
point to the key of ἃ major, with the difference that the 
Seventh is flat (g instead of g#). On this view the 
music would be in the Hypo-phrygian mode. _ 

However this may be, the most singular feature of 
this fragment remains to be mentioned, viz. the agree- 
ment between the musical notes and the accentuation 
of the words. We know from the grammarians that an 
acute accent signified that the vowel was sounded 
with a rise in the pitch of the voice, and that a circum- 
flex denoted a rise followed on the same syllable by 
a lower note—every such rise and fall being quite 
independent both of syllabic quantity and of stress or 
ictus. Thus in ordinary speech the accents formed 
a species of melody,—Aoya@dés τι μέλος, as it is called 
by Aristoxenus?. When words were sung this ‘spoken 
melody’ was no longer heard, being superseded by the 
melody proper. Dionysius of Halicarnassus is at pains 
to explain (De Comp. Verb., c. 11), that the melody to 
which words are set does not usually follow or resemble 


1 Harm. p. 18 Meib. λέγεται γὰρ δὴ καὶ λογῶδές τι μέλος, τὸ συγκείμενον ἐκ 
τῶν προσφδιῶν, τὸ ἐν τοῖς ὀνόμασι" φυσικὸν γὰρ τὸ ἐπιτείνειν καὶ ἀνιέναι ἐν τῷ 
διαλέγεσθαι. 
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the quasi-melody of the accents, e.g. in the following 
words of a chorus in the Orestes of Euripides (Il. 140- 
142) :— 

σῖγα σῖγα λευκὸν ἴχνος ἀρβύλης 

τίθετε, μὴ κτυπεῖτε' 

ἀποπρόβατ᾽ ἐκεῖσ᾽ ἀποπρό μοι κοίτας, 


he notices that the melody differs in several points from 
the spoken accents: (1) the three first words are all on 
the same note, in spite of the accents; (2) the last 
syllable of ἀρβύλης is as high as the second, though 
that is the only accented syllable: (3) the first syllable 
of τίθετε is lower than the two others, instead of being 
higher: (4) the circumflex of κτυπεῖτε is lost (ἠφάνισται), 
because the word is all on the same pitch; (5) the 
fourth syllable of ἀποπρόβατε is higher in pitch, instead 
of the third. In Mr. Ramsay’s inscription, however, 
the music follows the accents as closely as possible. 
Every acute accent coincides with a rise of pitch, 
except in ὅσον, which begins the melody, and in ἐστί, 
for which we should perhaps read the orthotone ἔστι. 
Of the four instances of the circumflex accent three 
exhibit the two notes and the falling pitch which we 
expect. The interval is either a major or a minor 
Third. In the. other case (¢7s) the next note is a 
Third lower: but it does not seem to belong to the 
circumflexed syllable. All this cannot be accidental. 
It leads us to the conclusion that the musical notes — 
represent a kind of recitative, or imitation of spoken 
words, rather than a melody in the proper sense of 
the term. 

If any considerable specimen of the music of 
Euripides had survived, it might have solved many 
of the problems with which we have been dealing. 
The fragment before us extends over about six lines 
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in dochmiac metre (Orestes 338-343), with the vocal 
notation: but no single line is entire. The key is the 
Lydian. The genus is either Enharmonic or Chro- 
matic. Assuming that it is Enharmonic—the alternative 
adopted by Dr. Wessely—the characters which are 
still legible may be represented in modern notation as 
follows : 


[Euririves, Orestes 338-344. 


᾿ΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞ 


(κατολο) φύ x ρο - μαι’ μα - τέ-ρος (αἷμα σᾶς ὅ σ᾽ ἀνα βακ - χεύ - εἰ" 
Gre τ Ρ ( rayon eX 


Pet gs OF 


δ μέ - yas (ὄλβρς οὐ pdvipo)s ἐν βρο - τοῖς" 
we 4, nf 


ἀἁ - νὰ (δὲ λαῖφος ὥς τι)ς d - κά “ον θο - as 
κα 4 ( Sai’ aes moe 


τι - va(fas δαίμων) 
5 , 
΄“-ἘἽ 


kar) -€ - «rv - σεν (δεινῶν πόνων) ὧς πόν - (του λαβροῖς x,7.A. 
ns ως ΄ ΝΣ Wem, 


we v - Pv Co 


It should be observed that in the fragment the line 
κατολοφύρομαι κατολοφύρομαι comes before 338 (ματέρος 
x.T.X.), not after it, as in our texts ?. 


1 T need not repeat what is said by Dr. Wessely and M. Ruelle in defence 
of the genuineness of our fragment. They justly point to the remarkable 
coincidence that the music of this very play is quoted by Dionysius of 
Halicarnassus (/.¢.). It would almost seem as if it was the only well-known 
specimen of music of the classical period of tragedy. 

The transcription of Dr. Crusius, with his conjectural restorations, will be 
found in the Appendix. I have only introduced one of his corrections here, 
viz. the note on the second syllable of κατέκλυσεν. 
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The notes employed, according to the interpretation 
given above, give the scale ¢-a-a*-—att-—d-e-e*. 
If the genus is Chromatic, as M. Ruelle is disposed 
to think, they are g-a-at-—b-—d-e-f When these 
scales are compared with the Perfect System we find 
that they do not entirely agree with it. Whether the 
genus 1s Enharmonic or Chromatic the notes from 
a to e* (or f) answer to those of the Perfect System 
(of the same genus) from Hypaté Meson to Trité Die- 
zeugmen6n. But in either case the lowest note (g) 
finds no place in the System, since it can only be the 
Diatonic Lichanos Hypatén. It is possible, however, 
that the scale belongs to the period when the original 
octave had been extended by the addition of a tone 
below the Hypaté—the note, in fact, which we have 
already met with under the name of Hyper-hypaté 
(p. 39). Thus the complete scale may have consisted 
of the disjunct tetrachords a -- αἱ and ὁ -- α, with the tone 
g-a. It may be observed here that although the scale 
in question does not fit into the Perfect System, it 
conforms to the general rules laid down by Aristoxenus 
for the melodious succession of intervals. It is un- 
necessary therefore to suppose (as Dr. Wessely and 
M. Ruelle do) that the scale exhibits a mzxture of 
different genera. 

It must be vain to attempt to discover the tonality of 
a short fragment which has neither beginning nor end. 
The only group of notes which has the character of 
a cadence is that on the word (ὀλο)φύρομαι, and again on 
the words ἐν βροτοῖς, viz. the notes af αἵ a (if the 
genus is the Enharmonic). The same notes occur 
in reversed order on ἀκάτου and (κατ)έκλυσεν. This 
seems to bear out the common view of the Enharmonic 
as produced by the introduction of an ‘accidental’ or 
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passing note. It will be seen, in fact, that the Enhar- 
monic notes (αἴ and e*) only occur before or after the 
‘standing’ notes (a and δ). 

Relying on the fact that the lowest note is g, Dr. 
Wessely and M. Ruelle pronounce the mode to be the 
Phrygian (g-g in the key with one D, or d-d in the 
natural key). I have already put forward a different 
explanation of this g, and will only add here that it 
occurs twice in the fragment, both times on a short 
syllable’. The important notes, so far as the evidence 
goes, are a, which twice comes at the end of a verse 
(with a pause in the sense), and e, which once has that 
position. If a@is the key-note, the mode—in the modern 
sense—is Dorian (the e-species). Ife is the key-note, it 
is Mixo-lydian (the d-species). 


§ 33. Modes of Arisitdes Quinttlanus. 


The most direct testimony in support of the view that 
the ancient Modes were differentiated by the succession 
of their intervals has still to be considered. It is the 
account given by Aristides Quintilianus (p. 21 Meib.) of 
the six Modes (ἁρμονίαι) of Plato’s Republic. After 
describing the genera and their varieties the ‘ colours,’ 
he goes on to say that there were other divisions of 
the tetrachord (rerpayopdixai διαιρέσεις) which the most 
ancient musicians used for the ἁρμονίαι, and that these 
were sometimes greater in compass than the octave, 
sometimes less. He then gives the intervals of the 
scale for each of the six Modes mentioned by Plato, 


1 Dr, Crusius, however, detects a @ (the sign for g’) over the first syllable 
of κατέκλυσεν and the second syllable of πόντου. There is little trace of them 
in his facsimile. 
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and adds the scales in the ancient notation. They are 
of the Enharmonic genus, and may be represented by 
modern notes as follows :— oe 
Mixo-lydian . b-b*-c-d-e-e*-f-b 
Syntono-lydian e-e*¥-f-a-c 


Phrygian . . d-e-e*-f-a-b-b*-c-d 
Dorian . . . d-e-e*-fsa-b—b*-c-e 
Lydian . . . e¥-f-a-—b-b*¥-c-e-e* 
Ionian .. . e-e*-f-a-c-d 


Comparing these scales with the Species of the 
Octave, we find a certain amount of correspondence. 
As has been already noticed (p. 22), the names Syntono- 
lydian and Lydian answer to the ordinary Lydian and 
Hypo-lydian respectively. Accordingly the Lydian of 
Aristides agrees with the Hypo-lydian species as given 
in the pseudo-Euclidean Jntroductio. The Dorian of 
Aristides is the Dorian species of the J/utroductio, but 
with an additional note, a tone below the Hypaté. 

The Phrygian of Aristides is not the Enharmonic 
Phrygian species; but it is derived from the diatonic 
Phrygian octave d-e-f—g-a-—b-c-d by inserting 
the enharmonic notes e* and 6*, and omitting the 
diatonic g. By a similar process the Mixo-lydian 
of Aristides may be derived from the diatonic octave 
ὁ --ὦ, except that ὦ as well as g is omitted, and on the 
other hand @ is retained. If the scale of the Syntono- 
lydian is completed by the lower c (as analogy would 
require), it will answer similarly to the Lydian species 


(ε -- ο). 


§ 34. Credibility of Aristides Quintilianus. 


‘But what weight can be given to Aristides as an 
authority on the music of the time of Plato? The 
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answer to this question depends upon several con- 
siderations. 

1. The date of Aristides is unknown. He is certainly 
later than Cicero, since he quotes the De Republica 
(p. 70 Meib.). From the circumstance that he makes 
no reference to the musical innovations of Ptolemy it 
has been supposed that he was earlier than that writer. 
But, as Aristides usually confines himself to the theory 
of Aristoxenus and his school, the argument from silence 
is not of much value. On the other hand he gives 
a scheme of notation containing two characters, C 
and X, which extend the scale two successive semi- 
tones beyond the lowest point of the notation given 
by Alypius'. For this reason it is probable that 
Aristides is one of the latest of the writers on ancient 
music. 

2. The manner in which Aristides introduces his 
information about the Platonic Modes is highly sus- 
picious. He has been describing the various divisions 
of the tetrachord according to the theory of Aristoxenus, 
and adds that there were anciently other divisions in 
use. So far Aristides is doubtless right, since Arist- 
oxenus himself says that the divisions of the tetrachord 
are theoretically infinite in number (p. 26 Meib.),—that 
it is possible, for example, to combine the Parhypaté of 
the Soft Chromatic with the Lichanos of the Diatonic 
(p. 52 Meib.). But all this concerns the genus of the 
scale, and has nothing to do with the species of the 
Octave, with which Aristides proceeds to connect it. 
It follows either that there is some confusion in the 
text, or that Aristides was compiling from sources which 
he did not understand. 


1 This argument is used, along with some others not so cogent, in 
Mr. W. Chappell’s History of Music (p. 130). 
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3. The Platonic Modes were a subject of interest to 
the early musical writers, and were discussed by Arist- 
oxenus himself (Plut. de Mus. c.17). If Aristoxenus 
had had access to such an account as we have in 
Aristides, we must have found some trace of it, either 
in the extant Harmonics or in the quotations of Plutarch 
and other compilers. 

4. Of the four scales which extend to the compass of 
an octave, only one, viz. the Dorian, conforms to the 


rules which are said by Aristoxenus to have prevailed | 


in early Greek music. The Phrygian divides the 
Fourth a@—d into four intervals instead of three, by 


the sequence a ὁ b¥*c d. As has been observed, it is © 


neither the Enharmonic Phrygian species (c ee* fa ὁ δὲ c), 
nor the Diatonic d-d, but a mixture of the two. 
Similarly the Mixo-lydian divides the Fourth ὁ -- into 
four intervals (b6*cde), by introducing the purely 
Diatonic note d@. The Lydian is certainly the Lydian 
Enharmonic species of the pseudo-Euclid; but we 
can hardly suppose that it existed in practical music. 
Aristoxenus lays it down emphatically that a quarter- 
tone is always followed by another: and we cannot 
imagine a scale in which the highest and lowest notes 
are in no harmonic relation to the rest. 

5. Two of the scales are incomplete, viz. the Ionian, 
which has six notes and the compass of a Seventh, and 
the Syntono-lydian, which consists of five notes, with 


the compass of a Minor Sixth. We naturally look for 


parallels among the defective scales noticed in the 

Problems and in Plutarch’s dialogues. But we find 

little that even illustrates the modes of Aristides. The 

scales noticed in the Problems (xx. 7, 32, 47) are hepta- 

chord, and generally of the compass of an octave. In 

one passage of Plutarch (De Mus. c. 11) there is a 
H 


ay 
ἢ Tey 
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description—quoted from Aristoxenus—of an older kind 
of Enharmonic, in which the semitones had not yet 
been divided into quarter-tones. In another chapter 
(c. 19) he speaks of the omission of the Trité and also 
of the Nété as characteristic of a form of music called 
the σπονδειακὸς τρόπος. It may be said that in the 
Jonian and Syntono-lydian of Aristides the Enharmonic 
Trité (65) and the Nété (e) are wanting. But the Para- 
mesé (δ) is also wanting in both these modes. And the 
Ionian is open to the observation already made with 
regard to the Phrygian, viz. that the two highest notes 
(cd) involve a mixture of Diatonic with Enharmonic 
scale. We may add that Plutarch (who evidently wrote 
with Aristoxenus before him) gives no hint that the 
omission of these notes was characteristic of any par- 
ticular modes. 

6. It is impossible to decide the question of the modes 
of Aristides without some reference to another state- 
ment of the same author. In the chapter which treats 
of Intervals (pp. 13-15 Meib.) he gives the ancient 
division of two octaves, the first into dieses or quarter- 
tones, the second into semitones. The former of these 
(ἡ παρὰ τοῖς ἀρχαίοις κατὰ διέσεις ἁρμονία) is as follows: 


[1]1.2 3 4 5 6 γ7 8 9 Io II 12 
o< 6U QLA4AA VE 
~ > 9Π ὁ Ι΄, ,ἰγνγ Δ 
12: 14 15 ό ry 18 I9 20 21 22 22 «24 
ΙΓ 3 AE ἃ ἃ > “ Y Y 


ΓμΜ Εε 3. αὶ  «Ὄ > Υ Y 


After every allowance has been made for the proba- 
bility that these signs or some of them have reached us 


ARISTIDES QUINTILIANUS. 99 


in a corrupt form, it is impossible to reduce them to the 
ordinary notation, as Meibomius sought to do. The 
scholar who first published them as they stand in the 
MSS. (F. L. Perne, see Bellermann, Tonleitern, Ὁ. 62) 
regarded them as a relic of a much older system of 
notation. This is in accordance with the language 
of Aristides, and indeed is the only view consistent with 
a belief in their genuineness. They are too like the 
ordinary notation to be quite independent, and cannot 
have been put forward as an improvement upon it. Are 
they, then, earlier? Bellermann has called our attention 
to a peculiarity which seems fatal to any such claim. 
They consist, like the ordinary signs, of two sets, one 
written above the other, and in every instance one of 
the pair is simply a reversed or inverted form of the 
other. With the ordinary signs this is not generally 
the case, since the two sets, the vocal and instrumental 
notes, are originally independent. But it is the case 
with the three lowest notes, viz. those which were 
added to the series at a later time. When these addt- 
tional signs were invented the vocal and instrumental 
notes had come to be employed together. The inventor 
therefore devised a pair of signs in each case, and not 
unnaturally made them correspond in form. In the 
scale given by Aristides this correspondence runs 
through the whole series, which must therefore be of 
later date. But if this is so, the characters can hardly 
represent a genuine system of notation. In other 
words, Aristides must have been imposed upon by 
a species of forgery. 

‘7. Does the fragment of the Orestes tell for or against 
the Modes described by Aristides ? 

The scale which is formed by the notes of the frag- 
ment agrees, so far as it extends, with two of the scales 

H 2 


100 THE MODES OF ANCIENT GREEK MUSIC. 


now in question, viz. the Phrygian and the Dorian. 
Taking the view of its tonality expresséd in the last 
chapter (p. 93), we should describe it as the Dorian 
scale of Aristides with the two highest notes omitted. 
The omission, in so short a fragment, is of little weight ; 
and the agreement in the use of an additional lower 
note (Hyper-hypaté) is certainly worth notice. On 
the other hand, the Dorian is precisely the mode, of 
those given in the list of Aristides, which least needs 
defence, as it is the most faithful copy of the Perfect 
System. Hence the fact that it is verified by an actual 
piece of music does not go far in support of the other 
scales in the same list. , 

If our suspicions are well-founded, it is evident that 
they seriously affect the genuineness of all the anti- 
quarian learning which Aristides sets before his readers, 
and in particular of his account of the Platonic modes. 
I venture to think that they go far to deprive that 
account of the value which it has been supposed to 
have for the history of the earliest Greek music. 

For the later period, however, to which Aristides 
himself belongs, these apocryphal scales are a docu- 
ment of some importance. The fact that they do not 
agree entirely with the species of the Octave as given 
by the pseudo-Euclid leads us to think that they may 
be influenced by scales used in actual music. This 
applies especially to the Phrygian, which (as has been 
shown) 15 really diatonic. The Ionian, again, is perhaps 
merely an imperfect form of the same scale, viz. the 
octave d—d with lower d omitted. And the Syntono- 
lydian may be the Lydian diatonic octave c-—c with 
a similar omission of the lower c. 


SCALES OF DIFFERENT SPECIES. Tot 


§ 35. Evidence for Scales of different species. 


The object of the foregoing discussion has been to 
show, in the first place, that there was no such distinc- 
tion in ancient Greek music as that which scholars have 
drawn between Modes (ἁρμονίαι) and Keys (τόνοι or 
τρόποι) : and, in the second place, that the musical scales. 
denoted by these terms were primarily distinguished 
by difference of pzéch,—that in fact they were so many | 
keys of the standard scale known in its final form as © 
the Perfect System. The evidence now brought 
forward in support of these two propositions is surely 
as complete as that which has been allowed to deter- 
mine any question of ancient learning. 

It does not, however, follow that the Greeks knew of 
no musical forms analogous to our Major and Minor 
modes, or to the mediaeval Tones. On the contrary, 
the course of the discussion has led us to recognise 
distinctions of this kind in more than one instance. 
The doctrine against which the argument has been | 
mainly directed is not that ancient scales were of more | 
than one species or ‘mode’ (as it is now called), but 
that difference of species was the basis of the ancient 
Greek Modes. This will become clear if we bring 
together all the indications which we have observed of 
scales differing from each other in species, that is, in the 
order of the intervals in the octave. In doing so it will 
be especially important to be guided by the principle 
which we laid down at the outset, of arranging our 
materials according to chronology, and judging of each 
piece of evidence strictly with reference to the period 
to which it belongs. It is only thus that we can hope 


, 


102 THE MODES OF ANCIENT GREEK MUSIC, 


to gain a conception of Greek music as the living and 
changing thing that we know it must have been. 

1. The principal scale of Greek music is undoubtedly 
of the Hypo-dorian or common species. This is suffi- 
ciently proved by the facts (1) that two octaves of this 
species (α -- a) constitute the scale known as the Greater 
Perfect System, and (2) that the central ὦ of this system, 
called the Mesé, is said to have been the key-note, or at 
least to have had the kind of importance in the scale 
which we connect with the key-note (Arist. Probl. xix. 
20). This mode, it is obvious, is based on the scale 
which is the descending scale of the modern Minor 
mode. It may therefore be identified with the Minor, 
except that it does not admit the leading note. 

It should be observed that this mode is to be recog- 
nised not merely in the Perfect System but equally in 
the primitive octave, of the form 6-- 6, out of which the 
Perfect System grew. The important point is the tonic 
character of the Mesé (a), and this, as it happens, rests 
upon the testimony of an author who knows the primi- 
tive octave only. The fact that that octave is of the 
so-called Dorian species does not alter the mode (as we 
are now using that term), but only the compass of the 
notes employed. | 

The Hypo-dorian octave is seen in two of the scales 
of the cithara given by Ptolemy (p. 85), viz. those called 
τρίται and τρόποι, and the Dorian octave (6 -- 6) in two 
scales, παρυπάται andAvdia. It is very possible (as was 
observed in commenting on them) that the two latter 
scales were in the key of a, and therefore Hypo-dorian 
in respect of mode. The Hypo-dorian mode is also 
exemplified by three at least of the instrumental passages 
given by the Auonymus (supra, p. 89). 

2. The earliest trace of a difference of species appears 
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to be found in the passage on the subject of the 
Mixo-lydian mode quoted above (p. 24) from Plutarch’s 
Dialogue on Music. In that mode, according to Plutarch, 
it was discovered bya certain Lamprocles of Athens that 
the Disjunctive Tone was the highest interval, that is to 
say, that the octave in reality consisted of two conjunct 
tetrachords and a tone: 


Mesé Disj. Tone 


a ΞΈΞΞΞΕ 


As the note which is the meeting-point of the two 
tetrachords is doubtless the key-note, we shall not be 
wrong in making it the Mesé, and thus finding the 
octave in question in the Perfect System and in the 
oldest part of it, viz. the tetrachords Mes6n and Syném- 
menon, with the Nété Diezeugmenén. How then did 
this octave come to be recognised by Lamprocles as 
distinctively Mixo-lydian? We cannot tell with cer- 
tainty, because we do not know what the Mixo-lydian 
scale was before his treatment of it. Probably, however, 
the answer is to be sought in the relation in respect of 
pitch between the Dorian and Mixo-lydian keys. These, 
as we have seen (p. 23), were the keys chiefly employed 
in tragedy, and the Mixo-lydian was a Fourth higher 
than the other. Now when a scale consisting of white 
notes is transposed to a key a Fourth higher, it becomes 
a scale with one b. In ancient language, the tetrachord 
Synémmen6n (6 -- δῇ —c- d) takes the place of the tetra- 
chord Diezeugmenén. In some such way as this the 
octave of this form may have come to be associated in 
a special way with the use of the Mixo-lydian key. 

However this may be, the change from the tetrachord 
Diezeugmen6n to the tetrachord Synémmen6n, or the 
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reverse, 15 a change of mode in the modern sense, for it 
is what the ancients classified as a change of System 
(μεταβολὴ κατὰ σύστημα)". Nor is it hard to determine 
the two ‘modes’ concerned, if we may trust to the 
authority of the Aristotelian Problems (/.c.) and regard 
the Mesé as always the key-note. For if a is kept as 
the key-note, the octave a-a with one D is the so- 
called Dorian (6 -- on the white notes). In this way we 
arrive at the somewhat confusing result that the ancient 
Dorian species (e-e but with a as key-note) yields the 

ypo-dorian or modern Minor mode: while the Dorian 
mode of modern scientific theory? has its ancient proto- 
type in the Mixo-lydian species, viz. the octave first 
brought to light by Lamprocles. The difficulty of 
course arises from the species of the Octave being 
classified according to their compass, without reference 
to the tonic character of the Mesé. 

The Dorian mode is amply represented in the extant 
remains of Greek music. It is the mode of the two 
compositions of Dionysius, the Hymn to Calliope and 
the Hymn to Apollo (p. 88), perhaps also of Mr. Ramsay’s 
musical inscription (p. go). It would have been satis- 
factory if we could have found it in the much more 
important fragment of the Orestes. Such indications 
as that fragment presents seem to me to point to the 
Dorian mode (Mixo-lydian of Lamprocles). 

3. The scales of the cithara furnish one example of 
the Phrygian species (d-d), and one of the Hypo- 
phrygian (g'- g): but we have no means of determining 
which note of the scale is to be treated as the key-note. 


1 Ps, Eucl. Introd. p. 20 Meib. κατὰ σύστημα δὲ ὅταν ἐκ συναφῆς els διάζευξιν 
ἢ ἀνάπαλιν μεταβολὴ γίνηται. Anonym. ὃ 65 συστηματικαὶ δὲ (sc. μεταβολαί) 
ὁπόταν ἐκ διαζεύξεως εἰς συναφὴν ἣ ἔμπαλιν μετέλθῃ τὸ μέλος. 

* As represented primarily by the analysis of Helmholtz, Die Tonempfin- 
dungen, p. 467, ed. 1863. 
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In the Hymn to Nemesis, however, in spite of the 
incomplete form in which it has reached us, there is 
a sufficiently clear example of the Hypo-phrygian mode. 
It has been suggested as possible that the melody of 
Mr. Ramsay’s inscription is also Hypo-phrygian, and if 
so the evidence for the mode would be carried back to 
the first century. 

The Hypo-phrygian is the nearest approach made by 
any specimen of Greek music to the modern Major 
mode,—the Lydian or especies not being found even 
among the scales of the cithara as given by Ptolemy. 
It is therefore of peculiar interest for musical history, 
and we look with eagerness for any indication which 
would allow us to connect it with the classical period 
of Greek art. One or two sayings of Aristotle have 
been thought to bear upon this issue. 

The most interesting is a passage in the Politics (iv. 3, 
cp. p. 13), where Aristotle 15 speaking of the multiplicity 
of forms of government, and showing how a great 
number of varieties may nevertheless be brought under 
a few classes or types. He illustrates the point from 
the musical Modes, observing that all constitutions 
may be regarded as either oligarchical (government 
by a minority) or democratical (government by the 
majority), just as in the opinion of some musicians 
(js φασί τινες) all modes are essentially either Dorian 
or Phrygian. What, then, is the basis of this grouping 
of certain modes together as Dorian, while the rest are 
Phrygian in character? According to Westphal it is 
a form of the opposition between the true Hellenic 
music, represented by Dorian, and the foreign music, 
the Phrygian and Lydian, with their varieties. .More- 
over, it is in his view virtually the same distinction as that 
which obtains in modern music between the Minor and 
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the Major scales'. This account of the matter, however, 
is not supported by the context of the passage. Aristotle 
draws out the comparison between forms of government 
and musical modes in such a way as to make it plain 
that in the case of the modes the distinction was one of 
pitch (ras ovvrovwrépas .. τὰς δ᾽ ἀνειμένας καὶ padakds). 
The Dorian was the best, because the highest, of the 
lower keys,—the others being Hypo-dorian (in the earlier 
sense, immediately below Dorian), and Hypo-phrygian 
—while Phrygian was the first of the higher series 
which took in Lydian and Mixo-lydian. The division 
would be aided, or may even have been suggested, 
by the circumstance that it nearly coincided with the 
favourite contrast of Hellenic and ‘barbarous’ modes?. 
There is another passage, however, which can hardly be 
reconciled with a classification according to pitch alone. 
In the chapters dealing with the ethical character of 
music Aristotle dwells (as will be remembered) upon the ἡ 
exciting and orgiastic character of the Phrygian mode, 
and notices its especial fitness for the dithyramb. This 
fitness or affinity, he says, was so marked that a poet 


1 Harmontk und Melopite, p. 356 (ed. 1863): ‘Die alteste griechische 
Tonart ist demnach eine Molltonart. .. . Aus Kleinasien wurden zunachst 
zwei Durtonarten nach Griechenland eingefihrt, die lydische und phrygische.’ 
In the 1886 edition of the same book (p. 189) Westphal discovers a similar 
classification of modes implied in the words of Plato, Rep. p. 400 a τρί᾽ ἄττα 
ἐστὶν εἴδη ἐξ ὧν al βάσεις πλέκονται, ὥσπερ ἐν τοῖς φθόγγοις τέτταρα ὅθεν αἱ 
πᾶσαι ἁρμονίαι. But Plato is evidently referring to some matter οὗ common 
knowledge. The three forms or elements of which all rhythms are made 
up are of course the ratios 1 : 1, 2: 1 and 3: 2, which yield the three kinds 
of rhythm, dactylic, iambic and cretic (answering to common, triple, and 
quintuple time). Surely the four elements of all musical scales of which 
Plato speaks are not four kinds of scale (Harmonien-Klassen), but the four 
ratios which give the primary musical intervals—viz. the ratios 2: 1, 3 : 2, 
4 : 3 and g;: 8, which give the Octave, Fifth, Fourth and Tone. 

3 If Hypo-phrygian is the same as the older Ionian (p. 11), the coincidence 
is complete for the time of Aristotle. Plato treats the claim of Ionian to 
rank among the Hellenic modes as somewhat doubtful (Laches, p. 188). 
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who tried to compose a dithyramb in another mode 
found himself passing unawares into the Phrygian (Pol. 
vill. 7). It is natural to understand this of the use of 
certain sequences of intervals, or of cadences, such as 
are characteristic of a ‘mode’ in the modern sense of 
the word, rather than of a change of key. If this is 
SO we may venture the further hypothesis that the 
Phrygian music, in some at least of its forms, was 
distinguished not only by pitch, but also by the more 
or less conscious use of scales which differed in type 
from the scale of the Greek standard system. | 
It may be urged that this hypothesis is inconsistent _ 
with our interpretation of the passage of the Problems 
about the tonic character of the Mesé. If a@ is key- 
note, it was argued, the mode is that of the a-species 
(Hypo-dorian, our Minor), or at most—by admitting 
the tetrachord Synémmenén—it includes the e-species 
-(Dorian of Helmholtz). The answer may be that the 
statement of the Problems is not of this absolute kind. 
It is not the statement of a technical writer, laying 
down definite rules, but is a general observation, or at 
best a canon of taste. We are not told how the 
predominance of the Mesé is shown in the form of 
the melody. Moreover this predominance is not said 
to be exercised in music generally, but in all good music | 
(πάντα yap τὰ χρηστὰ μέλη πολλάκις TH μέσῃ χρῆται). 
This may mean either that tonality in Greek music was 
of an imperfect kind, a question of style and taste rather 
than of fixed rule, or that they occasionally employed 
modes of a less approved stamp, unrecognised in the 
earlier musical theory. 
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§ 36. Conclusion. 


The considerations set forth in the last chapter seem 
to show that if difference of mode or species cannot be 
entirely denied of the classical period of Greek music, 
it occupied a subordinate and almost unrecognised 
place. 

The main elements of the art were, (1) difference of 
genus,—the sub-divisions of the tetrachord which Arist- 
oxenus and Ptolemy alike recognise, though with 
important discrepancies in detail; (2) difference of pitch 
or key; and (3) rhythm. Passing over the last, as not 
belonging to the subject of Harmonics, we may now. 
say that genus and key are the only grounds of distinc- 
tion which are evidently of practical importance. No 
others were associated with the early history of the art, 
with particular composers or periods, with particular: 
instruments, or with the ethos of music. This, how- 
ever, is only true in the fullest sense of Greek music 
before the time of Ptolemy. The main object of 
Ptolemy’s reform of the keys was to provide a new 
set of scales, each characterised by a particular succes- 
sion of intervals, while the pitch was left to take care of 
itself. And it is clear, especially from the specimens 
which Ptolemy gives of the scales in use in his time, 
that he was only endeavouring to systematise what 
already existed, and bring theory into harmony with 
the developments of practice. We must suppose, there- 
fore, that the musical feeling which sought variety in 
differences of key came to have less influence on the 
practical art, and that musicians began to discover, or to 
appreciate more than they had done, the use of different 
‘modes’ or forms of the octave scale. 
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Along with this change we have to note the com- 
parative disuse of the Enharmonic and’ Chromatic 
divisions of the tetrachord. The Enharmonic, accord- 
ing to Ptolemy, had ceased to be employed. Of the 
three varieties of Chromatic given by Aristoxenus only 
one remains on Ptolemy’s list, and that the one which 
in the scheme of Aristoxenus involved no interval less 
than a semitone. And although Ptolemy distinguished 
at least three varieties of Diatonic, it 1s worth notice 
that only one of these was admitted in the tuning of 
the lyre,—the others being confined to the more 
elaborate cithara. In Ptolemy’s time, therefore, music 
was rapidly approaching the stage in which all its forms 
are based upon a single scale—the natural diatonic 
‘scale of modern Europe. 

In the light of these facts it must occur to us that 
Westphal’s theory of seven modes or species of the 
Octave is really open to an a priori objection as deci- 
sive in its nature as any of the testimony which has 
been brought against it. Is it possible, we may ask, 
that a system of modes analogous to the ecclesiastical 
Tones can have subsisted along with a system of scales 
such as the genera and ‘colours’ of early Greek music ? 
The reply may be that Ptolemy himself combines the 
two systems. He supposes five divisions of the tetra- 
chord, and seven modes based upon so many species of 
the Octave—in all thirty-five different scales (or seventy, 
if we bring in the distinction of octaves ἀπὸ νήτης and 
ἀπὸ μέσης). But when we come to the scales actually 
_ used on the chief Greek instrument, the cithara, the 
number falls at once to six. Evidently the others, or 
most of them, only existed on paper, as the mathe- 
matical results of certain assumptions which Ptolemy 
had made. And if this can be said of Ptolemy’s 
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theory, what would be the value of a similar scheme 
combining the modes with the Enharmonic and the 
different varieties of the Chromatic genus? The truth 
is, surely, that such a scheme tries to unite elements 
which belong to different times, which in fact are the 
fundamental ideas of different stages of art. 

The most striking characteristic of Greek music, 
especially in its earlier periods, is the multiplicity and 
delicacy of the intervals into which the scale was 
divided. <A sort of frame-work was formed by the 
division of the octave into tetrachords, completed by 
the so-called disjunctive tone; and so far all Greek 
music was alike. But within the tetrachord the reign 
of diversity was unchecked. Not only were there 
recognised divisions containing intervals of a fourth, 
a third, and even three-eighths of a tone, but we gather 
from several things said by Aristoxenus that the num- 
ber of possible divisions was regarded as theoretically 
unlimited. Thus he tells us that there was a constant 
tendency to flgtten the ‘moveable’ notes of the Chro- 
matic genus, and thus diminish the small intervals, for 
the sake of ‘sweetness’ or in order to obtain a plaintive 
tone! ;—that the Lichanos of a tetrachord may in theory 
be any note between the Enharmonic Lichanos (7 in 
the scale e-e*-—/- a) and the Diatonic (g in the scale 
e-f—g-—a)*;—and that the magnitude of the smaller 


1 Aristox. Harm, p. 23 Meib. of μὲν γὰρ τῇ viv κατεχούσῃ μελοποιίᾳ συνήθεις 
μόνον ὄντες εἰκότως τὴν δίτονον λιχανὸν (f in the scale e — a) ἐξορίζουσι' 
συντονωτέραις yap χρῶνται σχεδὸν of πλεῖστοι τῶν viv" τούτου δ᾽ αἴτιον τὸ 
βούλεσθαι γλυκαίνειν ἀεί. σημεῖον δὲ ὅτι τούτου στοχάζονται, μάλιστα μὲν γὰρ 
καὶ πλεῖστον χρόνον ἐν τῷ χρώματι διατρίβουσιν' ὅταν δ᾽ ἀφίκωνταί ποτε els τὴν 
ἁρμονίαν ἔγγὺς τοῦ χρώματος προσάγουσι, συνεπισπωμένου τοῦ ἤθους. 

3 Ibid. p. 26 νοητέον γὰρ ἀπείρους τὸν ἀριθμὸν τὰς λιχανούς" οὗ γὰρ ἂν στήσῃς 
τὴν φωνὴν τοῦ ἀποδεδειγμένου λιχανῷ τόπου λιχανὸς ἔσται" διάκενον δὲ οὐδέν ἐστι 
τοῦ λιχανοειδοῦς τόπου, οὐδὲ τοιοῦτον ὥστε μὴ δέχεσθαι λιχανόν. And p. 48 
ἐπειδή περ ὃ τῆς λιχανοῦ τόπος εἰς ἀπείρους τέμνεται τομάς. 


CONCLUSION. {11 


intervals and division of the tetrachord generally 
belongs to the indefinite or indeterminate element in 
music!. Moreover, in spite of the disuse of several of 
the older scales, much of this holds good for the time 
of Ptolemy. The modern diatonic scale is fully recog- 
nised by him, but only as one of several different 
divisions. And the division which he treats as the 
ordinary or standard form of the octave is not the 
modern diatonic scale, but one of the so-called ‘soft’ 
or flattened varieties. It is clear that in the best 
periods of Greek music these refinements of melody, 
which modern musicians find scarcely conceivable, 
were far from being accidental or subordinate features. 
Rather, they were as much bound up with the funda- 
mental nature of that music as complex harmony is with 
the music of modern Europe. 

The mediaeval modes or Tones, on the other hand, 
are essentially based on the diatonic scale,—the scale 
that knows only of tones and semitones. To suppose 
_ that they held in the earliest Greek music the prominent 
place which we find assigned to the ancient Modes or 
ἁρμονίαι is to suppose that the art of music was developed 
in Greece in two different directions, under the influence 
of different and almost opposite ideas. Yet nothing is 
more remarkable in all departments of Greek art than 
the strictness with which it confines itself within the 
limits given once for all in the leading types, and the 
consequent harmony and consistency of all the forms 
which it takes in the course of its growth. 

The dependence of artistic forms in their manifold 
developments upon a central governing idea or prin- 


1 Aristox. Harm. p. 69 Meib. κατὰ μὲν οὖν τὰ μεγέθη τῶν διαστημάτων Kal 
τὰς τῶν φθόγγων τάσεις ἄπειρά πὼς φαίνεται εἶναι τὰ wept τὸ μέλος, κατὰ δὲ τὰς 
δυνάμεις καὶ κατὰ τὰ εἴδη καὶ κατὰ τὰς θέσεις πεπερασμένα τε καὶ τεταγμένα. 
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ciple has never been more luminously stated than 
by the illustrious physicist Helmholtz, in the thirteenth 
chapter of his Zonempfindungen. I venture to think 
that in applying that truth to the facts of Greek music 
he was materially hindered by the accepted theory of 
the Greek modes. The scales which he analyses under 
that name were certainly the basis of all music in the 
Middle Ages, and are much more intelligible as such 
than in relation to the primitive Greek forms of the 
art’. 


1 The ecclesiastical Modes received their final shape in the Dodecachordon 
of Glareanus (Bale, 1547). They are substantially the Greek modes of 
Westphal’s theory, although the Greek names which Glareanus adopted 
seem to have been chosen at haphazard. But the ecclesiastical Modes, as 
Helmholtz points out, were developed under the influence of polyphonic 
music from the earlier stages represented by the Ambrosian and Gregorian 
scales. It would be a singular chance if they were also, as Greek modes, 
the source from which the Ambrosian and Gregorian scales were themselves 
derived. 

Some further hints on this part of the subject may possibly be derived 
from the musical scales in use among nations that have not attained to any 
form of harmony, such as the Arabians, the Indians, or the Chinese. 
A valuable collection of these scales is given by Mr. A. J. Ellis at the end of 
his translation of Helmholtz (Appendix XX. Sect. K, Non-harmontc Scales). 
Among the most interesting for our purpose are the eight mediaeval Arabian 
scales given on the authority of Professor Land (nos. 54-61). The first three 
of these—called "Ochaq, Nawa and Boasili—follow the Pythagorean intona- 
tion, and answer respectively to the Hypo-phrygian, Phrygian, and Mixo- 
lydian species of the octave. The next two—Rast and Zenkouleh—are also 
Hypo-phrygian in species, but the Third and Sixth are flatter by about an 
eighth of a tone (the Pythagorean comma). In Zenkouleh the Fifth also 
is similarly flattened. The last two scales—Hhosaini and Hhidjazi—are 
Phrygian: but the Second and Fifth, and in the case of Hhidjazi also the 
Sixth, are flatter by the interval of a comma. The remaining scale, called 
Rahawi, does not fall under any species, since the semitones are between 
the Third and Fourth, and again between the Fifth and Sixth. It will be 
seen that in general character—though by no means in details—this series 
of scales bears a considerable resemblance to the ‘scales of the cithara’ 
as given by Ptolemy (supra, p. 85). In both cases the several scales are 
distinguished from each other partly by the order of the intervals (sfectes), 
partly by the intonation, or magnitude of the intervals employed (genzs), 
This latter element is conspicuously absent from the ecclesiastical Modes. 
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§ 37. Epilogue—Speech and Song. 


Several indications combine to make it probable that 
singing and speaking were not so widely separated from 
each other in Greek as in the modern languages with 
which we are most familiar. 

(1) The teaching of the grammarians on the subject 
of accent points to this conclusion. Our habit of using 
Latin translations of the terms of Greek grammar has 
tended to obscure the fact that they belong in almost 
every case to the ordinary vocabulary of music. The 
word for ‘accent’ (τόνος) is simply the musical term for 
‘pitch’ or ‘key.’ The words ‘acute’ (ὀξύς) and ‘grave’ 
(βαρύς) mean nothing more than ‘high’ and ‘low’ in 
pitch. A syllable may have two accents, just as in 
music a syllable may be sung with more than one note. 
Similarly the ‘quantity’ of each syllable answers to the 
time of a musical note, and the rule that a long syllable 
is equal to two short ones is no doubt approximately 
correct. Consequently every Greek word (enclitics 
being reckoned as parts of a word) is a sort of musical 
phrase, and every sentence is a more or less definite 
melody—aAoyadés τι μέλος, as it is called by Aristoxenus 
(p. 18 Meib.). Moreover the accent in the modern 
sense, the zcfus or stress of the voice, appears to be 
quite independent of the pitch or ‘tonic’ accent: for in 
Greek poetry the ictus (ἄρσις) is determined by the 
metre, with which the tonic accent evidently has nothing 
to do. In singing, accordingly, the tonic accents dis- 
appear; for the melody takes their place, and gives 
each syllable a new pitch, on which (as we shall 
presently see) the spoken pitch has no influence. 

I 
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The rise and fall of the voice in ordinary speaking 
is perceptible enough in English, though it is more 
marked in other European languages. Helmholtz tells 
us—with tacit reference to the speech of North Ger- 
many—that an affirmative sentence generally ends with 
a drop in the tone of about a Fourth, while an interro- 
gative is marked by a rise which 15 often as much as 
a Fifth?. In Italian the interrogative form is regularly 
given, not by a particle or a change in the order of 
the words, but by a rise of pitch. The’ Gregorian 
church music, according toa series of rules quoted by 
Helmholtz (/.c.), marked a comma by a rise of a Tone, 
a colon by a fall of a Semitone; a full stop by a Tone 
above, followed by a Fourth below, the ‘reciting note’; 
and an interrogation by a phrase of the form d bcd 
(c being the reciting note). 

These examples, however, do little towards enabling 
modern scholars to form a notion of the Greek system 
of accentuation. In these and similar cases it is the 
sentence as a whole which is modified by the tonic 
accent, whereas in Greek it is the individual word. It 
is true that the accent of a word may be affected by its 
place in the sentence: as is seen in the loss of the 
accent of oxytone words when not followed by a pause, 
in the anastrophe of prepositions, and in the treatment 
of the different classes of enclitics. But in all these 
instances it is the intonation of the word as such, not 
of the sentence, which is primarily concerned. What 
they really prove is that the musical accent 15 not so 
invariable as the stress accent in English or German, 
but may depend upon the collocation of the word, 
or upon the degree of emphasis which it has in 
a particular use. 

1 Tonempfindungen, p. 364 (ed. 1863). 
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(2) The same conclusion may be drawn from the 
terms in which the ancient writers on music endeavour 
to distinguish musical and ordinary utterance. 

Aristoxenus begins his Harmonics by observing that 
there are two movements of the voice, not properly dis- 
criminated by any previous writer; namely, the continuous, 
which is the movement characteristic of speaking, and 
the discrete or that which proceeds by zntervals, the 
movement of singing. In the latter the voice remains 
for a certain time on one note, and then passes by 
a definite interval to another. In the former it 1s con- 
tinually gliding by imperceptible degrees from higher 
to lower or the reverse?. In this kind of movement the 
rise and fall of the voice is marked by the accents 
(προσῳδίαι), which accordingly form the melody, as it 
may be called, 6f spoken utterance*. Later writers 
State the distinction in much the same language. 
Nicomachus tells us that the two movements were 
first discriminated by the Pythagoreans. He dwells 
especially on the ease with which we pass from one to 
the other. If the notes and intervals of the speaking 
voice are allowed to be separate and distinct, the form 
of utterance becomes singing ®. Similarly Aristoxenus 
says that we do not rest upon a note, unless we are 

1 Aristox., Harm. p. 3 Meib. κινεῖται μὲν γὰρ καὶ διαλεγομένων ἡμῶν καὶ 
μελῳδούντων τὴν εἰρημένην κίνησιν" ὀξὺ γὰρ καὶ βαρὺ δῆλον ὡς ἐν ἀμφοτέροις 
τούτοις ἔνεστιν. Also p. 8 δύο τινές elow ἰδέαι κινήσεως, ἥ τε συνεχὴς καὶ ἡ 
διαστηματική" κατὰ μὲν οὖν τὴν συνεχῇ τόπον τινὰ διεξιέναε φαίνεται ἡ φωνὴ 
τῇ αἰσθήσει οὕτως ws ἂν μηδαμοῦ ἱσταμένη, κ-τ.λ. And p. 9 τὴν μὲν οὖν συνεχῇ 
λογικὴν εἶναί φαμεν, K.T.A. 

2 Ibid. p. 18 Meib. τοῦ ye λογώδους κεχώρισται ταύτῃ τὸ μουσικὸν μέλος" 
λέγεται γὰρ δὴ καὶ λογῶδές τι μέλος, τὸ συγκείμενον ἐκ τῶν προσῳδιῶν τῶν 
ἐν τοῖς ὀνόμασιν" φυσικὸν γὰρ τὸ ἐπιτείνειν καὶ ἀνιέναι ἐν τῷ διαλέγεσθαι. 

8. Nicomachus, Enchinidion, p. 4 εἰ γάρ τις ἣ διαλεγόμενος ἢ ἀπολογούμενός 
τινι ἣ ἀναγινώσκων γε ἔκδηλα μεταξὺ καθ᾽ ἕκαστον φθόγγον ποιεῖ τὰ μεγέθη, 


διιστάνων καὶ μεταβάλλων τὴν φωνὴν ἀπ᾽ ἄλλου els ἄλλον, οὐκέτι λέγειν ὁ τοιοῦτος 
οὐδὲ ἀναγινώσκειν ἀλλὰ μελεάζειν λέγεται. 


I2 
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led to do so by the influence of feeling (ἂν μὴ διὰ πάθος 
ποτὲ εἰς τοιαύτην κίνησιν ἀναγκασθῶμεν ἐλθεῖν). 

According to the rhetorician Dionysius of Halicar- 
nassus the interval used in the melody of spoken 
utterance is approximately a Fifth, or three tones and 
a half (διαλέκτου μὲν οὖν μέλος ἑνὶ μετρεῖται διαστήματι 
τῷ λεγομένῳ διὰ πέντε, ὡς ἔγγιστα" καὶ οὔτε ἐπιτείνεται 
πέρα τῶν τριῶν τόνων καὶ ἡμιτονίου ἐπὶ τὸ ὀξὺ οὔτε ἀνίεται 
τοῦ χωρίου τούτου πλεῖον ἐπὶ τὸ βαρύ). He gives an 
interesting example (quoted above on p. gt) from the 
Orestes of Euripides, to show that when words are set 
to music no account is taken of the accents, or spoken 
melody. Not merely are the intervals varied (instead 
of being nearly uniform), but the rise and fall of the 
notes does not answer to the rise and fall of the 
syllables in ordinary speech. This statement is ren- 
dered the more interesting from the circumstance that 
the inscription discovered by Mr. Ramsay (supra, p. 89), 
which is about a century later, does exhibit precisely 
this correspondence. Apparently, then, the melody of 
the inscription represents a new idea in music,—an 
attempt to bring it into a more direct connexion with 
the tones of the speaking voice. The fact of such an 
attempt being made seems to indicate that the diver- 
gence between the two kinds of utterance was becoming 
more marked than had formerly been the case. It may 
be compared with the invention of recitative in the 
beginning of the seventeenth century. 

Aristides Quintilianus (p. 7 Meib.) recognises a third 
or intermediate movement of the voice, viz. that which 
is employed in the recitation of poetry. It is probable 
that Aristides is one of the latest writers on the subject, 
and we may conjecture that in his time the Greek 

1 De Compositione Verborum, c. τι, p. 58 Reisk. 
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language had in great measure lost the original tonic 
accents, and with them the quasi-melodious character 
which they gave to prose utterance. 

In the view which these notices suggest the difference 
between speaking and singing is reduced to one of 
degree. It is analysed in language such as we might 
use to express the difference between a monotonous and 
a varied manner of speaking, or between the sounds 
of an Aeolian harp and those of a musical instrument. 

(3) What has been said of melody in the two spheres 
of speech and song applies also mutatis mutandis to 
rhythm. In English the time or quantity of syllables is 
as little attended to as the pitch. But in Greek the 
distinction of long and short furnished a prose rhythm 
which was a serious element in their rhetoric. In 
the rhythm of music, according to Dionysius, the 
quantity of syllables could be neglected, just as the 
accent was neglected in the melody'. This, however, 
does not mean that the natural time of the syllables 
could ‘be treated with the freedom which we see in 
a modern composition. The regularity of lyric metres 
is sufficient to prove that the increase or diminution of 
natural quantity referred to by Dionysius was kept 
within narrow limits, the nature of which is to be 
gathered from the remains of the ancient system οὗ 
Rhythmic. From these sources we learn with some- . 
thing like certainty that the rhythm of ordinary speech, | 
as determined by the succession of long or short ᾿ 
syllables, was the basis not only of metres intended 


1 De Comp. c. τι, p. 64 τὸ δὲ αὐτὸ γίνεται καὶ περὶ τοὺς ῥυθμούς" ἡ μὲν γὰρ 
πεζὴ λέξις οὐδενὸς οὔτε ὀνόματος οὔτε ῥήματος βιάζεται τοὺς χρόνους οὐδὲ μετα- 
τίθησιν, ἀλλ᾽ οἵας παρείληφε τῇ φύσει τὰς συλλαβάς, τάς τε μακρὰς καὶ τὰς βραχείας, 
τοιαύτας φυλάττει" ἡ δὲ μουσική τε καὶ ῥυθμικὴ μεταβάλλουσιν αὐτὰς μειοῦσαι καὶ 
παραύξουσαι, ὥστε πολλάκις εἰς τἀναντία μεταχωρεῖν" ob γὰρ ταῖς συλλαβαῖς ἀπευ- 
θύνουσι τοὺς χρόνους, ἀλλὰ τοῖς χρόνοις τὰς συλλαβάς. 
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for recitation, such as the hexameter and the tambic 
trimeter, but also of lyrical rhythm of every kind. 

(4) As to the use of the stress accent in Greek 
prose we are without direct information. In verse it 
appears as the metrical zctus or arsis of each foot, which 
answers to what English musicians call the ‘strong 
beat’ or accented part of the bar?. In the Homeric 
hexameter the ictus is confined to long syllables, and 
appears to have some power of lengthening a short 
or doubtful syllable. In the Attic poetry which was 
written in direct imitation of colloquial speech, viz. 
the tragic and comic trimeter, there is no necessary 
connexion between the ictus and syllabic length: but 
on the other hand a naturally long syllable which is 
without the ictus may be rhythmically short. In lyrical 
versification the ictus does not seem to have any con- 
nexion with quantity: and on the whole we may gather 
that it was not until the Byzantine period of Greek 
that it came to be recognised as a distinct factor in 
pronunciation. The chief elements of utterance—pitch, 
time and stress—were independent in ancient Greek 
speech, just as they are in music. And the fact that 
they were independent goes a long way to prove our 
main contention, viz. that ancient Greek speech had 
a peculiar quasi-musical character, consequently that 
the difficulty which modern scholars feel in under- 

? The metrical accent or ictus was marked in ancient notation by points 
placed over the accented syllable. These points have been preserved in 
Mr. Ramsay’s musical inscription (see the Appendix, p. 133) and in one or 
two places of the fragment of the Orestes (p. 130). Hence Dr. Crusius has 
been able to restore the rhythm with tolerable certainty, and has made the 
interesting discovery that in both pieces the ictus falls as a rule on a short 
syllable. The only exceptions in the inscription are circumflexed syllables, 
where the long vowel or diphthong is set to two notes, the first of which is 


short and accented. The accents on the short first syllables of the dochmiacs 


of Euripides are a still more unexpected evidence of the same rhythmical 
tendency. 
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standing the ancient statements on such matters as 
accent and quantity is simply the difficulty of conceiving 
a form of utterance of which no examples can now be 
observed. 


The conception which we have thus been led to 
form of ancient Greek as it was spoken is not without 
bearing on the main subject of these pages. For if the 
language even in its colloquial form had qualities of 
rhythm and intonation which gave it this peculiar half 
musical character, so that singing and speaking were 
more closely akin than they ever are in our experience, 
we may expect to find that music was influenced in 
some measure by this state of things. What is there, 
then, in the special characteristics of Greek music 
which can be connected with the exceptional relation in 
which it stood to language? 

Greek music was primarily and chiefly vocal. Instru- 
mental music was looked upon as essentially subordinate, 
—an accompaniment or at best an imitation of singing. 
For in the view of the Greeks the words (λέξις) were 
an integral part of the whole composition. They con- 
tained the ideas, while the music with its variations of 
time (ῥυθμός) and pitch (ἁρμονία) furnished a natural 
vehicle for the appropriate feelings. Purely instrumental 
music could not do this, because it could not convey the 
ideas or impressions fitted to be the object of feeling. 
Hence we find Plato complaining on this ground of the 
separation of poetry and music which was beginning to 
be allowed in his time. The poets, he says, rend asunder 
the elements of music; they separate rhythm and dance 
movements from melody, putting unmusical language 
into metre, and again make melody and rhythm without 
words, employing the lyre and the flute without the 
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voice: so that it is most difficult, when rhythm and 
melody is produced without language, to know what 
it means, or what subject worthy of the name it 
represents (καὶ ὅτῳ ἔοικε τῶν ἀξιολόγων μιμημάτων). It is 
utterly false taste, in Plato’s opinion, to use the flute 
or the lyre otherwise than as an accompaniment to 
dance and song!. Similarly in the Aristotelian Problems 
(xix. 10) it is asked why, although the human voice is 
the most pleasing, singing without words, as in humming 
or whistling, is not more agreeable than the flute or the 
lyre. Shall we say, the writer answers, ‘that the human 
voice too is comparatively without charm if it does not. 
represent something ? (ἢ οὐδ᾽ ἐκεῖ, ἐὰν μὴ μιμῆται, ὁμοίως 
ἡδύ;) That is to say, music is expressive of feeling, 
which may range from acute passion to calm and lofty 
sentiment, but feeling must have an object, and this can 
only be adequately given by language. Thus language 
is, in the first instance at least, the matter to which 
musical treatment gives artistic form. In modern times 
the tendency is to regard instrumental music as the 
highest form of the art, because in instrumental music 
the artist creates his work, not by taking ideas and 
feelings as he finds them already expressed in language, 
but directly, by forming an independent vehicle of 
feeling —a new language, as it were, of passion and 
sentiment,—out of the absolute relations of movement 
and sound. 

The intimate connexion in Greek music between 
words and melody may be shown in various particulars. 
The modern practice of basing a musical composition— 
a long and elaborate chorus, for example—upon a few 
words, which are repeated again and again as the music 
is developed, would have been impossible in Greece. 


1 Plato, Legg. p. 669. 
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It becomes natural when the words are not an integral 
part of the work, but only serve to announce the idea 
on which it is based, and which the music brings out 
under successive aspects. The same may be said of 
the use of a melody with many different sets of words. 
Greek writers regard even the repetition of the melody 
in a strophe and antistrophe as a concession to the com- 
parative weakness of a chorus. With the Greeks, 
moreover, the union in one artist of the functions of 
poet and musician must have tended to a more exquisite 
adaptation of language and music than can be expected 
when the work of art is the product of divided labour. 
In Greece the principle of the interdependence of lan- 
guage, metre, and musical sound was carried very far. 
The different recognised styles had each certain metrical 
forms and certain musical scales or keys appropriated 
to them, in some cases also a certain dialect and vocabu- 
lary. These various elements were usually summed up 
in an ethnical type,—one of those which played so large 
a part in their political history. Such aterm as Dorian 
was not applied to a particular scale at random, but 
because that scale was distinctive of Dorian music: 
and Dorian music, again, was one aspect of Dorian 
temper and institutions, Dorian literature and thought. 
Whether the Greeks were acquainted with harmony 
—in the modern sense of the word—is a question that 
has been much discussed, and may now be regarded as 
settled’. It is clear that the Greeks were acquainted 
with the phenomena on which harmony depends, viz. 
the effect produced by sounding certain notes together. 
It appears also that they made some use of harmony,— 
and of dissonant as well as consonant intervals,—in 


1 On this point I may refer to the somewhat fuller treatment in Smith’s 
Dictionary of Antiquities, art. Musica (Vol. II, p. 199, ed. 1890-91). 
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instrumental accompaniment (xpofois), On the other 
hand it was unknown in their vocal music, except in 
the form of bass and treble voices singing the same 
melody. In the instrumental accompaniment it was 
only an occasional ornament, not a necessary or regular 
part of the music. Plato speaks of it in the Laws as 
something which those who learn music as a branch of 
liberal education should not attempt?. The silence of 
the technical writers, both as to the use of harmony and 
as to the tonality of the Greek scale, points in the same 
direction. Evidently there was no system of harmony, 
—no notion of the effect of successtve harmonies, or of 
two distinct arts or progressions of notes harmonising 
with each other. 

The want of harmony is to be connected not only with 
the defective tonality which was probably characteristic 
of Greek music,—we have seen (p. 42) that there is 
some evidence of tonality,—but still more with the non- 
harmonic quality of many of the intervals of which their 
scales were composed. We have repeatedly dwelt upon 
the variety and strangeness (to our apprehension) of 
these intervals. Modern writers are usually disposed 
to underrate their importance, or even to explain them 
away. The Enharmonic, they point out, was produced 
by the interpolation of a note which may have been only 
a passing note or appoggiatura. The Chromatic also, it 
is said, was regarded as too difficult for ordinary per- 
formers, and most of its varieties went out of use at a 
comparatively early period. Yet the accounts which we 
find in writers so remote in time and so opposed in their 
theoretical views as Aristoxenus and Ptolemy, bear the 
strongest testimony to the reality and persistence of 


1 Plato, Legg. p. 812 d πάντα οὖν τὰ τοιαῦτα μὴ προσφέρειν τοῖς μέλλουσιν 
ἐν τρισὶν ἔτεσι τὸ τῆς μουσικῆς χρήσιμον ἐκλήψεσθαι διὰ τάχους. 
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these non-diatonic scales. And we have the decisive 
fact that of the six scales of the cithara given by Ptolemy 
(see p. 85) not one is diatonic in the modern sense of 
the word. It may be alleged on the other side that the 
ideal scale in the Zimaeus of Plato is purely diatonic, 
and exhibits the strictest Pythagorean division. But 
that scale is primarily a framework of mathematical 
ratios, and could not take notice of intervals which had 
not yet been identified with ratios: It is not certain 
when the discovery of Pythagoras was extended to the 
non-diatonic scales. Even inthe Sectio Canons of Euclid 
there is no trace of knowledge that any intervals except 
those of the Pythagorean diatonic scale had a numerical 
or (as we should say) physical basis?. In Plato’s time, 
as we can see from a well-known passage of the Republic 
(quoted on p. 53), the Enharmonic and Chromatic scales 
were the object of much zealous study and experiment 
on the part of musicians of different schools,—some 
seeking to measure and compare the intervals directly 


1 In Euclid’s Sectio Canonts the Pythagorean division is assumed, and 
there is no hint of any other ratio than those which Pythagoras discovered. 
Prop. xvii shows how to find the Enharmonic Lichanos and Paranété by 
means of the Fourth and Fifth. Prop. xviii proves against Aristoxenus 
(of course without naming him), that a πυκνόν cannot be divided into two 
equal intervals; but there is no attempt to explain the nature of the 
Enharmonic diesis. It is worth notice that in these propositions the Lichanos 
and Paranété of the Enharmonic scale are called A:xavés and παρανήτη simply, 
as though the Enharmonic were the only genus—a usage which agrees with 
that of the Aristotelian Problems (supra, p. 33). 

According to Ptolemy (i. 13) the Pythagorean philosopher Archytas was 
the author of a new division of the tetrachord for each of the three genera. 
In it the natural Major Third (5: 4) was given for the large interval of the 
Enharmonic, in place of the Pythagorean ditone (81 : 64); and the Diatonic 
was the same as the Middle Soft Diatonic of Ptolemy. But, as Westphal 
long ago pointed out (Harmonik und Melopéie, p. 230, ed. 1863), this scheme 
is probably the work of the later Pythagorean school. It seems to be 
unknown to Plato and Aristoxenus,—the latter wrote a life of Archytas— 
and also to Euclid, as we have seen. The next scheme of musical ratios is 
that of Eratosthenes, who makes‘ no use of the natural Major Third. 
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by the ear, others to find numbers in the consonances 
which they heard, and both, from the Platonic point 
of view, ‘setting ears above intelligence,’ and therefore 
labouring in vain}. 

The multiplicity of intervals, then, which surprises us 
in the doctrine of the genera and ‘colours’ was not an 
accident or excrescence. And although some of the 
finer varieties, such as the Enharmonic, belong only to 
the early or classical period, there is enough to show 
that it continued to be characteristic of the Greek 
musical system, at least until the revival of Hellenism 
in the age of the Antonines. The grounds of this 
peculiarity may be sought partly in the Greek tempera- 
ment. We can hardly deny the Greeks the credit of a 
fineness of sensibility upon which civilisation, to say the 
least, has made no advance. We may note further how 
_ entirely it is in accordance with the analogies of Greek 
art to find a series of artistic types created by subtle 
variations within certain well-defined limits. For the 
present purpose, however, it will be enough to consider 
how the phenomenon is connected with other known 
characteristics of Greek music,—its limited compass and 
probably imperfect tonality, the thin and passionless 
quality of its chief instrument, on the other hand the 
keen sense of differences of pitch, the finely constructed 
rhythm, and finally the natural adaptation, on which we 
have already dwelt, between the musical form and the 

1 The two schools distinguished by Plato seem to be those which were 
afterwards known as the ἁρμονικοί or Aristoxeneans, and the μαθηματικοί, 
who carried on the tradition of Pythagoras. The ἁρμονικοί regarded a musical 
interval as a quantity which could be measured directly by the ear, without 
reference to the numerical ratio upon which it might be based. They prac- 
tically adopted the system of equal temperament. The μαθηματικοί sought 
for ratios, but by experiment ‘among the consonances which are heard,’ as 


Plato says. Hence they failed equally with those whose method never rose 
above the facts of sense. 
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language. The last is perhaps the feature of greatest 
significance, especially in a comparison of the ancient 
and modern types of the art. The beauty and even the 
persuasive effect of a voice depend, as we are more or 
less aware, in the first place upon the pitch or key in 
which it is set, and in the second place upon subtle 
variations of pitch, which give emphasis, or light and 
shade. Answering to the first of these elements ancient 
music, if the main contention of this essay is right, has 
its system of Modes or keys. Answering to the second 
it has a series of scales in which the delicacy and 
variety of the intervals still fill us with wonder. In 
both these points modern music shows diminished 
resources. We have in the Keys the same or even 
a greater command of degrees of pitch: but we seem 
to have lost the close relation which once obtained 
between a note as the result of physical facts and the 
same note as an index of temper or emotion. A change — 
of key affects us, generally speaking, like a change of 
colour or of movement—not as the heightening or 
soothing of a state of feeling. In respect of the second 
element of vocal expression, the rise and fall of the 
pitch, Greek music possessed in the multiplicity of its 
scales a range of expression to which there is no 
modern parallel. The nearest analogue may be found 
in the use of modulation from a Major to a Minor key, 
or the reverse. But the changes of genus and ‘colour’ 
at the disposal of an ancient musician must have been 
acoustically more striking, and must have come nearer 
to reproducing, in an idealised form, the tones and 
inflexions of the speaking voice. The tendency of 
music that is based upon harmony is to treat the voice 
as one of a number of instruments, and accordingly 
to curtail the use of it as the great source of dramatic 
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and emotional effect. The consequence is twofold. 
On the one hand we lose sight of the direct influence 
exerted by sound of certain degrees of pitch on the 
human sensibility, and thus ultimately on character. 
On the other hand the music becomes an independent 
creation. It may still be a vehicle of the deepest 
feeling: but it no longer seeks the aid of language, 
or reaches its aim through the channels by which 
language influences the mind of man. 
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TABLE I. 


Scales of the seven oldest Keys, with the species 
of the same name. 


Mixo-lydian. | b-species. 


Hypo-phrygian. g- species. 
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TABLE 11. 


The fifteen Keys. 


Hyper-lydian. all 
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Dorian. Mesé. 


Hypo-dorian. 
ers ied a 
: ee θ᾽ 


The moveable notes (φθόγγοι κινούμενοι) are distinguished by 
being printed as crotchets. 

The two highest of these keys—the Hyper-lydian and the 
Hyper-aeolian—appear to have been added in the time 
of the Empire. The remaining thirteen are attributed to 
Aristoxenus in the pseudo-Euclidean Jntroducto (p. το, 1. 30), 
and by Aristides Quintilianus (p. 22, 1. 30): but there is 
' no mention of them in the extant Harmonics. It may be 
gathered, however, from the criticism of Heraclides Ponticus 
(see the passage discussed on pp. 9-12) that the list of 
keys was being considerably enlarged in his time, and 
Aristoxenus, though not named, is doubtless aimed at there. 
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Music of the ‘ Orestes’ of Euripides (ll. 338-344). 
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ὀλεθρ! οι LIN ἐν κύμασιν 


Restoration proposed by Dr. Crusius. 
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λαβ-ροῖς ὁ - λεθ - pi - οι σιν ἐν 


The metre is dochmiac, each dochmius consisting of an 
iambus followed by a cretic, »—--wu-. The points which 
seem to mark the ictus, or rhythmical accent, are found on the 
first syllable of each of these two feet. If we assume that the 

K 2 
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first syllable of the iambus has the chief accent, the dochmius 
will be correctly expressed as a musical bar of the form— 


If ἡ oe δ 4! 


If the first syllable of the cretic is accented, the dochmius 
is divided between two bars, and becomes— 


_— 
ee δ᾿ δ ὁ 
The accompaniment or κροῦσις, consisting of notes interposed 


between the phrases of the melody, is found by Dr. Wessely 
and Dr. Crusius in the following characters: 


1. The character Ἴ. appears at the end of every dochmius 
shown by the papyrus. After the first, third and fifth it is 
written in the same line with the text. After the seventh it is 
written above that line, between two vocal notes. Dr. Crusius 
takes it to be the instrumental Z, explaining the difference of 
shape as due to the necessity or convenience of distinguishing 
it from the vocal Z. If that were so the form “L would surely 
have been permanent, and would have been given in the 
schemes of Alypius and Aristides Quintilianus. I venture to 
suggest that it is a mark intended to show the end of the 
dochmius or bar. . 

2. The group 279 occurs twice, before and after the 
words δεινῶν πόνω. There is a difficulty about the sign 
2, which Dr. Crusius takes to be a Vortragszetchen. The 
other two characters may be instrumental notes. 

The double ὦ of ὡς (written QQ) is interesting because it 
shows that when more than one note went with a syllable, 
the vowel or diphthong was repeated. This agrees with the 
well-known εἰ-ει-ει-ει-εἰ-ειλίσσετε Of Aristophanes (Ran. 1314), 
and is amply confirmed by the newly discovered hymn to 


Apollo (p. 134). 
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Musical part of the Setkelos inscription. 


- Sie 57. 


ς K oO I Ζ 
TOTEAOZOXPO 
ς cx 
NO 2. A TTAI TEI 

The inscription of which these lines form part was dis- 
covered by Mr. W. M. Ramsay, and was first published by 
him in the Bulletin dé correspondance helléenique for 1883, 
p. 277. It professes to be the work of a certain Σείκελος. 
The discovery that the smaller letters between the lines are 
musical notes was made by Dr. Wessely. 

The Seikelos inscription, as Dr. O. Crusius has shown 
(Philologus for 1893, 1.11. p. 161), is especially valuable for the 
light which it throws upon ancient rhythm. The quantity of 
the syllables and the place of the ictus is marked in every 
case, and we are able therefore to divide the melody into 
bars, which may be represented as follows: 


ω-“[}π᾿ζώτυυἹ]Ἱ A —v lumdue — 1] ™ vu vv 
ὅσον | ζῇς φαί- | vou’ μηδὲν | ὅλως σὺ Av- | ποῦ’ πρὸς ὀλί- 
δι a ‘a 
VU RU H— feu ue fuvuyv CH fe 
2 4 . a - - , ς ᾿ 9 - . a 
γον ἐστὶ τὸ | (nv τὸ τέλος | ὁ χρόνος ἀπαι- | τεῖ. 
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The hymns recently discovered at Delphs. 


Since these sheets were in type the materials for the study 
of ancient Greek music have received a notable accession. 
The French archaeologists who are now excavating on the 
site of Delphi have found several important fragments of 
lyrical poetry, some of them with the music noted over the 
words, as in the examples already known. The two largest 
of these fragments have been shown to belong to a single 
inscription, containing a hymn to Apollo, which dates in all 
probability from the early part of the third century B.c. Of 
the other fragments the most considerable is plausibly re- 
ferred to the first century B.c. These inscriptions have been 
published in the Bulletin de correspondance hellentque (viii- 
xli. pp. 569-610), with two valuable commentaries by M. 
Henri Weil and M. Théodore Reinach. The former scholar 
deals with the text, the latter chiefly with the music. 

The music of the hymn to Apollo is written in the vocal 
notation. The metre is the cretic or paeonic (vy UY Y), and 
the key, as M. Reinach has shown, is the Phrygian—the 
scale of C minor, with the conjunct tetrachord c—db—d—/. 

In the following transcription I have followed M. Reinach 
except in a few minor points. When two notes are sung 
to the same syllable the vowel or diphthong is repeated, 
as in the fragment of the Orestes (p. 132): but I have 
thought it best to adhere to the modern method. 


A o Γ AU A ft 


eS 


[Τὸν κιθαρῇσει κὰν - τὸν παῖ- δα με - γά - Aov [Διὸς a- 


| ΟοΟΓΟΑΟΛΑΓ ἢ 


εἰδετε πα]ρ᾽ ἃ - κρο - νι-« φἢ τόν - δὲ πά-γον, ἄμ[βροθ᾽ bs] 
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πᾶ - σι Ova - τοῖς προ-φαί - ves [λόγια, tpli- πο - δα pay - 


Hh 

a A A re 
“ΠΝ " “Τ᾽ “Τ᾿ Τὰ 
ὯὌΝΖ: “Ἐπ GE ΜΠ 


τεῖ - ον ὡς εἷἶϊλες, ἐχθρὸς ὃν ἐ-φρ]ού - ρει ὃδρά- κων" 


EE A OR 'ὶό.  ..-  ᾿ 1 


ἡ Φ---γέ--Ε-Ἰ LL. 4 Τ᾿ 
2 ᾿͵᾿.. ΘΜ... 
ES Ree 


A Γ Ό >A [9] 


(about 12 bars wanting.) 
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"EXtx]ava Ba- θύ - δεν - ὃρον at λάΪχετε Διὸς ἐρι]βρό - μον 


Θ UA UO Ό Θ iM 9 


a 

yy | | CP Pt 
n> —— ULL, OT 
uaa) 
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DAD Ki?) AM O 


pe-ya-Ad- πο-λις ᾿Αθ-θίς, εὖ - χαῖ - ot ge - pd-mdo-o vai- 


- ov-oaTpt - tw - vi- δος δάΪπεδ]ον ἃ - θραυστον, ἁ - γί - 


TA K FOM FF K MAK A μ᾿ 


μῆ-ρα trav - pov’ ὁ “ μοῦ δέ νιν ΓΑ-ραψ dr-pos ἐς Ὕ - 


© YOMAMO Y O MAM, 


ne ts ttl _ 
VE Pha | | 
{ss a μ 


“a 
" 
~ 


a 


al - ὁ - λοις [pé]r\e-ow ᾧ - δὰν κρέ-κει" χρυ-σέα δ᾽ 


ΚΓΜ K AM O YOM AMO 


ἘΞ 4- - ἘΞ ΞΡ 
ὁ δὲ [θε]-ὦ - ρῶν πρό-πας ἐσ “« μὸς ᾽ΑΘ - Oi-8a λαχ[ὠν] 
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The notes employed in this piece of music cover about an 
octave and a half, viz. from Parypaté Hypatén to the Chro- 
matic Lichanos Hyperbolaién. In two of the tetrachords, 
viz. Synemmenén and Hyperbolaién, the intervals employed 
are Chromatic (or possibly Enharmonic): in the tetrachord 
Diezeugmenon they are Diatonic, while in the tetrachord 
Meson the Lichanos, which would distinguish the genus, is 
wanting. On the other hand there are two notes which do 
not belong to the Phrygian key as hitherto known, viz. O, a 
semitone below Mesé, and B, a semitone below Nété Die- 
zeugmenon. If we assume that we have before us Chromatic 
of the standard kind (χρῶμα ronaiov), the complete scale is— 


F @ Y OM | © F Bw A X 


If the intervals are Enharmonic, or Chromatic of a different 
variety, the moveable notes (in this case A K and ἃ *) will 
be somewhat flatter. 

M. Reinach is particularly happy in tracing the successive 
changes of genus and key in the course of the poem. The 
opening passage, as he shows, is Diatonic. With the men- 
tion of the Gaulish invasion (Γαλατᾶν ἄμης) we come upon the 
group U A X (g—ab—a) of the Chromatic tetrachord Hyper- 
bolain. At the beginning of the second fragment the inter- 
vals are again Diatonic, up to the point where the poet turns 
to address the Attic procession (ἴθι, κλυτὰ μεγαλόπολις ᾿Αθθίς, x.7.A.). 
From this point the melody lies chiefly in the Chromatic 
tetrachord Synemmenon M A K F (c—do—d—/)—a modv- 
lation into the key of the sub-dominant as well as a change 
of genus. At the end of the fragment the poet returns to 
the Diatonic and the original key. 
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With regard to the mode—the question which mainly 
concerns us at present—M. Reinach’s exposition is clear 
and convincing. He appeals to three criteria,—(1) the im- 
pression which the music makes on a modern ear; (2) the 
endings of the several phrases and divisions; and (3) the 
note which recurs most frequently. All these criteria point 
to a Minor mode. The general impression made by the 
Diatonic parts of the melody is that of the key of C minor: 
the rhythmical periods end on one or other of the notes 
c—e>—g, which form the chord of that key: and the note Ἢ 
distinctly predominates. This conclusion, it need hardly be 
said, is in entire agreement with the main thesis of the pre- 
ceding pages. 

The symbols O and B, which do not belong to the Phry- 
gian scale, are explained by M. Reinach in a way that is in 
a high degree plausible and suggestive. In other keys, he 
observes, the symbol O stands for the note ὁ (natural), Thus 
it holds the place of ‘leading-note ’ (mote sensible) to the key- 
note, c. It has hitherto been supposed that the standard 
scale of Greek music, the octave a—a, differed from the 
modern Minor in the want of a leading note. Here, how- 
ever, we find evidence that such a note was known in practice, 
if not as a matter of theory, to Greek musicians. If this is 
so, it strongly confirms the view that ¢ was in fact the key- 
note of the Phrygian scale. The symbol B, which occurs 
only once, answers to our gb, and may be similarly explained 
as a leading note to g, the dominant of the key. We infer, 
with M. Reinach, that the scale employed in the hymn is 
not only like, but identical with, the scale of our Minor. 

The fragment marked C by M. Weil resembles the hymn 
to Apollo in subject, and also in metre, but cannot belong to 
the same work. The melody is written in the Lydian key, 
with the notation which we have hitherto known as the 
instrumental, but which is now shown to have been used, 
occasionally at least, for vocal music. The fragment is as 
follows :— 
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C ι: Γ « <C<u «ωἬω«Γ 


ie — Feo Pe oe 


ΓΚ ,ε͵ήέσςν δι 
ο΄ Ῥῤ ae 


τ᾽ ἐ-πὶ τη-λέσ-κο-πον τάνδε] δι - κότ ρυ-ῴον κλει - τὺν iptv] 


Πι - ερίδες αἱ νι-φο-βό-λους μέλ-πε- τε δὲ Πύ-θι - ον 


κω u Ε 
y π- "- - Ξ- ττ- ---- 
a, πὸ ὦ. 
ran {5 —— 
Doi - Boy ὃν € - τικ- τε Ala - τῷ] 


M. Reinach connects this fragment with a shorter one, also 
in the Lydian key, but not in paeonic metre, viz.— 


Cu <C ς Cw C w< Cw 


.. Oov €o-xe pa... θῆὴ -ρα κατ-έκ -τα .... σύριγμ ἀ-περ.. 


Μ. Reinach thinks that the mode may be the so-called 
Hypo-lydian (the octave 3--- 3). The materials are surely 
too scanty for any conclusion as to this. 

The fragment D, the only remaining piece which M. 
Reinach has found it worth while to transcribe, is also 
written in the instrumental notation of the Lydian key. The 
metre is the glyconic. The fragment is as follows :-— 


D Z < ZuZ< en 


τὸν pay - τὸ - σύϊνᾳ κλυτὸν] ὦ - λεθ᾽ b-ypa x... 


u «»Ργ γ « 


a= === 
ὃ 


έσποτι Κρη - σίων . « αἱ ναέ- τας Δελφῶν 
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. ἀπ - ταίσ - τους Βάκ-χου [θιάσους] ... τε προσπόλοις 


ω « ς u F vu CC « 


τάν te δο[υ]ρι[κλύτω. ἀρ-χὰν αὔ-ξετ᾽ d-yn-pd-ro Gad... 


This piece also is referred by M. Reinach to the Hypo- 
lydian mode. It may surely be objected that of three places 
in which we may fairly suppose that we have the end of 
a metrical division, viz. those which end with the words 
Δελφῶν, προσπόλοις and ἀγηράτῳ, two present us with cadences 
on the Mesé (4), and one on the Hypaté (a). This seems to 
point strongly to the Minor Mode. 

On the whole it would seem that the only mode (in the 
modern sense of the word) of which the new discoveries tell 
us anything is a mode practically identical with the modern 
Minor. I venture to think this a confirmation, as signal 
as it was unexpected, of the main contention of this treatise. 

It does not seem to have been observed by M. Weil or 
M. Reinach that in all these pieces of music there is the 
same remarkable correspondence between the melody and 
the accentuation that has been pointed out in the case of 
the Seikelos inscription (pp. go, 91). It cannot indeed be 
said that every acute accent coincides with a rise of pitch: 
but the note of an accented syllable is almost always fol- 
lowed by a note of lower pitch. Exceptions are, αἰόλον, iva 
(which may have practically lost its accent, cp. the Modern 
Greek νά), and μόλετε (if rightly restored). The fall of pitch 
in the two notes of a circumflexed syllable is exemplified in 
μαντεῖον, εἷλεν, Γαλατᾶν, Φοῖβον, ὠδαῖσι, κλυταῖς, βωμοῖσιν, ὁμοῦ : the 
opposite case occurs only once, in θνατοῖς, The observation 
holds not only of the chief hymn, but of all the fragments. 
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